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Every  Student    and  Lover 


of     AN     EXCELLENT 
order    of     excellence     as 


//  U.  LORD  KONALD^UAY,  COyiiKiXUR  01-  BENGAL,  urilcs:— 

"1   feel  sure  '  RUPAM '.  WILL  BE  WELCOMED  IN  CL1,TJJREL>-C1RCLES,  and   I  hope  il  may  betomc  widely 
known.     All    who    read    the    lirst    issue    will    look    forward  (.agtrly    to    succeeding    issues — with    renewed    congratulation 
on  SO  EXCELLENT  A  I'MODUCTION." 
DR.  RABIN DRA  NATll   TAGORE  writes:— 

•••RUPAM'    is    an    EXCELLENT    PRODUCTION.      Have  been  delighted  to  receive  it." 
SIR    JOHN    MARSHALL.    DHiECTOR-GENERAL     UP  ARC/J.LOLOGV  IN  INDL4,  writes:  — 

•'Glancing  through  its  pages  it  strikes  me  as  A  MOST   \ALUABLE    PRODUCTION,    which    all    of    us,    who    are 
interested  in  Indian  Art,  will  greatly  appreciate." 
E.  B.  HAVELL,  Esq.,  writes:—  •-. 

•'Congratulate  you  and  your  co-workers  upon  the  great  .success  of  the  first  number  of  'RUPAM.'     You  and  they 
deserve   the   greatest   credit    for    the    EXCELLENT    WAY    IT     IS    TURNED    OUT,     for    the     \'ERY     VALUABLE 
MATERIALS  you  have  collected,  and  for  the  VERY  WELL  WRITTEN    ARTICLES    contained    n\    it.    'RUPAM'    is 
sure  of  a  wide  appreciation  in  Europe  as  well  as  in  India.'' 
A  FRENCH  ARTIST  FROM  PARIS   writes:— 

•'Allo-w    me    to    congratulate  on    'RUPAM.'     May    the  iSEAUTlEUL    I-ORMS    (' RUPAM 'J    of    INDIAN    ART 
delight  the  eye  of  many  a  Frenchman !  " 
THE  TIMES  (London):— 

"The   Journal    is    edited    by    a    distinguished    Critic    of  Indian   Art,  and  it  promises  to  be  OF  MUCH  INTEREST 
AND  VALUE  TO  STUDENTS.    It  is  a  large  and  HANDSOMELY  PRODUCED  WORK,  with  many  EXCELLENT 
ILLUSTRATIONS,   and   it   SHOULD   FIND   A   LARGE  CIRCLE  OF  READERS,  both  in  India  and  in  the  West." 
THE  ATHENAEUM   {London):- 

"'RUPAM'  promises   well— is   of   REAL  VALUE   for  STUDENTS  and  is  SCHOLARLY  and  INSTRUCTIVE." 
ARTS  GAZETTE   (London):— 

"  The  New  Quarterly,  admirably  reproduced,  should  APPEAL  STRONGLY    to  All  Interested   in    INDIAN    ART." 
BRITAIN  AND  INDIA    (London):— 

"  It   is   a   NOTEWORTHY   PRODUCTION.     A   useful  and  brilliant  career  is  before  it. 
of  India  should  SUBSCRIBE  TO  THIS  JOURNAL." 
THE  ASIATIC   REVIEW    (London):— 

•      "  Lovers    of    Indian    Art   will    welcome    the    appearance  of    '  RUPAM.'     The    plates     are 
QUALITY    and    will    come   as     a     welcome     surprise.     The  l,lli.rpress     is     of     as     high    an 
ih'j   plates." 
THE  BURLINGTON  MAGAZINE  (Loudon):— 

"  This    handsomely    illustrated    Publication    printed    on  liiU'    Indian   jiaper   makes    an    nnpres^ive   debut    with    several 
scholarly   articles   on   aspects   of   Indian   .'Vrt.     We   hope   that  '  RUP.VAI  '     will     receive     the     support     it     deserves     from 
learned   societies   and   students   of   Oriental   .\rt." 
THE  PIONEER    (Allahabad):— 

"An  interesting  and  attractively  produced  Magazine The   general   get-up,   both     in     letterpress    and    excellent 

illustrations,    is    of    A    STAND. \RD    RARE    IN    INDIAN  PERIODICALS." 
THE  STATESMAN   (Calcutta):— 

"  A   noteworthy   event   in   the   revival    of   Indian   Art    is  the  appearance  of  the  first  number  of  '  RUPA^1.'     The  new 
publication   is   produced   in   the   style   of   an   edition   de   tu.ve,  and  no  pains  anpoar  to  have  been  spared  to  bring  both  the 
illustrations  and  the  letterpress  up  to  THE  HIGHEST   STANDARD    OF    EXCELLENCE.      It   has   been   the   Editor's 
object  to  give  onlv  original  contributions  of  real  value  " 
THE  ENGLISHMAN   (Calcutta):- 

"The   Magazine   contains    a   great   deal   of    INTERESTING    READING   MATTER." 
THE  INDIAN  DAILY  NEWS  (Calcutta):— 

"  A  Journal  like  this   SUPPLIES  A   DESIDER.\TUM.     The  Editorial  charge  could  not  have  been  placed  m   more 
capable  hands." 
THE  MADRAS  MAIL   (Madras):— 

"We   heartily  welcome   the   'RUPAM'   AS    MEliTING  .\  I.OXG-FELT  WANT  for  inculcating  in  students,  Indian 
and  foreign,  a  just  appreciation  ni  the  great  .icliievenient  in  the   field  of   Indian   Art.     The  first  issue  gives  promise  of  a 
useful  career  amongst  Indian  periodicals,  of  which  there  are  but    few   devoted   to   ."Vrt." 
THE  TIMES  OF  INDIA   (Bombay):— 

"The   Quarterly   should   be   oi   great   interest   to   .Vrchicologists     a 
printed  on  good  paper,  are  written  by  Experts  in  their  various  subjects 
INFORMATION." 
THE  NEW  INDIA   (Madras):— 

"  The   Magazine   has   proved   .\   MOST   ,\TTRACTIVE  PRODUCTION,  both  as  regards  substance  and  appearance. 
Printed   on   Indian  paper  and   wrapped   in   an   artistic  cover  of  gold-coloured  parchment  also  Indian  made — the  Magazine 
is  one  on  which  the  eyes  of  real   Lovers  of   India  will  dwell  with   pride   and   pleasure." 
THE  THEOSOPHIST  (Madras):— 

■•■RUPAM'  is  the  appropriate  title  of  a  new  Quarterly   lournal   of   Oriental   Art.   chiefly   Indian.     The   first   number 
is    in    itself    A    VERITABLE    WORK    OF    ART,    both    in  respect   of   illustrations  and  get-up  generally." 
THE  INDIAN  REVIEW    (Madras):— 

"We    welcome    this    pioneer    and    praiseworthy    attempt  lo  publish  a  Quarterly  specially  devoted  to  Indian  .^rt.     The 
iif-t   number  is  A   SUPERB  EDITION." 
THE  ARYA    (Pondichcrry)  :— 

"The   appearance   of    this    superb   Quarterly,   admirable  in     i:s    artistic    get-up,    and    magnificent    illustrations,    is    a 
significant  indication  of  the  progress   that  is  being  made   in  the  revival  of  the  aesthetic  mind  of   India,  and  every  lover 
of    Indian   .Art   and   Culture   ought   to   possess   'RUPAM.'     He    will    find    it    one    of    the    LUXURIES    THAT      .A.RE 
NECESSITIES  " 
THE  MODERN   REVIEW    (Calcutta):—  _,      ^ 

"'RUPAM'   is  a  unique   cultural   enterprise   and   should  be   supported  by  all   colleges,   museums,   libraries,  and  other 
cultural   institutions,   and   by   private    individuals." 
nULI.ETiN     OF      THE     INDI.IN      RATION AJ.ISTIC   SOCIETY  (Calcutta):— 

"We  have  no  hesitation  in  declaring  that  it  is  one  of  the  BI'.ST    OF    ITS    KIND    we    have    come    across.        It    !s    a 
GREAT   JOURNAL   and    deserves    our    BEST    COXGRATl'I.  \TIONS."         ' 
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'HE  Society  was  founded  in  the  year   1907  with  the  object  of  cultivation  by  its  ^ 

members,  and  the  promotion  amongst   the  public,  of  a  knowledge  of  all  branches  ij| 

of  ancient  and  modern  Oriental  Art  by  means  of  the  collection  by  its  members  ^ 
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EDITOR'S   NOTE. 

The  Editor  is  not  responsible  for  the  views  expressed  by  contributors 
or  correspondents.  And  the  publication  of  a  contribution  or  correspond- 
ence shall  not  necessarily  imply  the  identification  of  the  Editor  with  the 
views  and  opinions  expressed  in  such  contribution  or  correspondence. 

The  Editor  will  welcome  proposals  for  articles,  provided  that  they  are 
typewritten,  or  quite  easily  legible  ;  he  can,  however,  use  only  articles 
written  by  those  who  have  a  real  knowledge  of  the  subjects  treated,  and 
has  no  use  for  articles  which  are  compiled  from  other  works  or  which  con- 
tain no  original  matter. 

A  stamped  and  addressed  envelope  must  accompany  all  manuscripts, 
of  which  the  return  is  desired  in  case  of  non-acceptance.  Every  care  will 
be  taken  of  manuscripts,  but  copies  should  be  kept,  as  the  Editor  can  in 
no  case  be  responsible  for  accidental  loss. 

All  photographs  intended  for  publication  should  be  printed  on  albu- 
minised  silver  paper,  and  preferably  on  shiny  bromide  paper. 

SUBSCRIPTION  RATES:  Rupees  sixteen  annually.  Post  free, 
rupees  seventeen,  in  India;  Foreign,  rupees  eighteen.  Single  copy,  rupees 
five,  post  free.  Owing  to  the  state  of  exchange  it  is  not  possible  to  quote 
the  rate  of  subscription  in  Foreign  Currency.  Remittance  for  subscrip- 
tion should,  therefore,  be  sent  in  Indian  Currency.  Complete  sets  for  1920, 
Price  Rs.  36.     Very  few  sets  available. 


I.    A    CHINESE  BODHISATTVA  IN  THE  BRITISH 

MUSEUM. 

By  LAURENCE  BINYON. 


DURING  the  last  two  or  three  years  some 
very  important  examples  of  Chinese 
Buddhist  sculpture  in  wood  have  come 
to  light.  The  accompanying  reproductions 
give  a  front  and  back  view  of  one  of  these 
statues,  now  in  the  British  Museum.  Other 
examples,  having  mamy  characteristics  in 
common  with  this,  have  been  recently  export- 
ed to  Europe  and  America  and  have  been 
acquired  by  public  and  private  collections. 
(The  Boston  Museum's  Bulletin  for  August 
1920  reproduces  a  beautiful  statue  of  a 
Bodhisattva  which  has  been  purchased  for 
that  Museum).  Later  on  it  may  be  possible  to 
find  out  something  about  the  relation  of  these 
various  figures  to  each  other:  but  such  a 
study  could  only  be  attempted  after  seeing 
the  actual  sculpture,  for  photographs  can  be 
misleading.  Like  most  works  of  Buddhist 
sculpture  made  in  China,  the  British  Museum 
statue  was  originally  covered  with  thin 
gesso,  decorated  with  colour  and  gold.  On 
the  front  of  the  figure  this  coating  of  gesso 
has  survived,  though  abraded  in  parts,  and 
there  are  traces  of  colour  over  the  white ;  the 
lips  are  still  vermilion,  there  is  red  and  pale 
blue  on  the  beads  of  the  necklace,  and  the 
blue  pigment  lingers  in  the  folds  of  the  girdle. 
But  on  the  back  almost  all  has  gone,  leaving 
Ihe  old  dry  wood  exposed.  But  it  seems 
that  every  feature  and  detail  was  finely 
carved  in  the  wood;  it  was  no  rough  founda- 
tion for  the  gesso  to  complete ;  and  therefore 
the  disappearance  of  the  plaster  detracts 
nothing  from  the  sculptor's  work;  possibly, 
to  our  taste,  it  improves  its  aspect.  These 
statues  were  carved  from  a  number  of 
pieces  of  wood  skilfully  joined  together. 
The  joints  are  clearly  shown  in  the  photo- 
graph. In  the  present  instance  the  original 
toes  of  both  feet  (separately  carved)  have 
been  replaced  by  more  modern  work;  and  it 
is  the  same  with  the  right  hand.  The  left 
hand  is  much  older  and  may  be  original. 
In  the  middle  of  the  back,  between  the 
shoulders,    is    a    nearly  square    opening  or 


recess.  It  has  been  suggested  by  Mr.  Oscar 
Raphael  (Burlington  Magazine,  June  1920) 
that  this  recess  may  have  served  as  a  reliqua- 
ry, holding  jewels  or  some  sacred  object  or 
that  it  was  used  in  the  securing  of  the  statue 
to  the  wall  of  the  temple. .  But  is  it  not  more 
likely  that  the  recess  was  the  socket  which 
originally  held  a  great  halo  of  pierced  metal, 
of  the  fashion  familiar  to  us  from  the 
Buddhist  sculpture  of  Japan  ?  It  seems 
certain  that  there  was  originally  a  tiara 
surrounding  the  top  knot  of  coiled  hair  on 
the  head;  and  this  may  also  have  been  of 
metal,  though  in  some  cases  it  was  a  wooden 
tiara.  The  figure  is  of  more  than  life  size. 
In  its  sitting  posture  it  measures  five  feet, 
nine  inches  in  height.  The  throne,  or  rock, 
on  which  it  was  seated,  has,  in  this  as  in  other 
cases,  disappeared. 

Whom  does  this  statue  represent? 
There  is  no  specific  emblem  or  attribute  to 
give  a  clue;  nor  do  gesture  and  attitude  tell 
us  anything  for  certain.  The  posture  is  the 
Indian  one  of  "  Kingly  ease  "  (raja-lilasana). 
This  posture  is  rare  in  the  Buddhist  sculp- 
ture of  Japan,  which  followed  the  Chinese 
tradition  so  closely.  Usually  when  the 
pose  is  a  seated  one,  one  leg  rests  on  the 
other,  or  the  legs  are  crossed.  Yet  two 
others  at  least  of  the  Buddhist  statues 
recently  exported  from  China  and  mentioned 
at  the  beginning  of  this  article,  have  this 
posture.  The  statue  acquired  by  the  Boston 
Museum,  which  has  the  image  of  a  Dhyani- 
Buddha  in  the  tiara,  is  doubtless  an 
Avalokitesvara.  And  the  statue  in  London 
may  be  the  same  great  Bodhisattva. 
Whether  Avalokitesvara  or  another,  it  is  a 
Bodhisattva  rather  than  a  Buddha.  From 
the  aesthetic  point  of  view  such  questions  of 
iconography  may  not  be  thought  to  matter. 
Yet  it  would  be  of  interest  to  know  what 
particular  idea  the  sculpture  set  out  to 
express.  Avalokitesvara  is  the  incarnation 
of  Compassion,  and  often  in  the  inclination  ' 
of  the  hefid,  in  the  attitude  of  the  whole 


f 


figure,  there  is  a  sufficing  hint  of  the  all- 
pervading  benignity  of  the  Lord  who  looks 
downward.     But  sometimes  he  is  portrayed, 
not  as  an  expanding  effluence  of  the  com- 
passionate  spirit,   but   as   absorbed   in   con- 
templative thought.     In  this  statue  the  sculp- 
tor  has   certainly   succeeded  in  expressing 
for   us   the   idea   of   a   beatified   beinrr;   not 
indeed  the  bliss 
of  a  kind  which 
we  see  portray- 
ed   in   many    a 
western   religi- 
ous picture,  the 
bliss    vibrating 
¥nth     emotion, 
of       adoring 
ecstasy     but 
rather  the  bliss 
of   an  absolute 
serenity  posses- 
sing the  whole 
being.  It  is  sere- 
nity, not  less  in- 
tellectual   than 
spiritual  of  the 
victor  over  evil 
and     over     the 
ignorance  from 
which      evil 
springs.      It    is 
the    felicity   of 
supreme  know- 
ledge portrayed 
in      Virgil's 
famous  lines  : 
Felix      qui 

potuit   rerum 

cog  no  s  c  e  X 

causas 
Atque        metus 

omnes  et   in- 

exorabile 

Fatum 
Subjecit  pedibus 

strepitumque  Acherontis  avari, 
but  sufiFused  by  that  tenderness  which  is  so 
characteristic  of  Buddhism  and  which  lifts  it 
from  mere  philosophy  to  the  glow  and  colour 
of  religion.  It  is  the  peace  of  enlightenment; 
and  this  peace  is  expressed  in  every  part, 
in  every  line,  of  the  statue,  without  a  single 
discord  or  interruption.  As  we  move  round 
the  figure  and  contemplate  it  from  f ne  angle 


Chinese 
Bodhi  satWa 


after  another,  we  are  struck  by  the  richness 
of  the  lines  of  its  design,  a  richness  unusual 
in  Buddhist  sculpture;  and  when  we  come  to 
the  back,  we  find  our  eyes  enchanted,  by 
the  glorious  curve  of  drapery  falling  from 
the  left  shoulder  jmd  continued  up  the  raised 
right  thigh  and  over  the  arm  that  lies  on  the 
right    knee.        Though    it    is    all    strangely 

impersonal,  yet 
the  statue  has 
the  kind  of 
authority  and 
distinction 
which  we  asso- 
ciate with  great 
per  sonalities. 
And  with  that 
thought  we 
come  near  to 
the  central 
secret  of  Bud- 
dhism. 

Like  nearly 
all  the  Buddhist 
art  of  the  Far 
East,  this 
statue  repre- 
sents the  fusion 
of  Indian  with 
n&tive  ele- 
ments. The 
discoveries  of 
Sir  Aurel  Stein 
at  Tun-huang 
have  shown  us 
the  curious 
fact,  that  in 
early  times 
scenes  from  the 
life  of  Sakya- 
muni  and  from 
the  Jataka 
stories  were 
pictured  in 
a  n  entirely 
Chinese  style,  with  Chinese  types,  cos- 
tumes and  accessories.  It  would  seem  as 
if  the  artists  had  only  a  written  or  oral  tradi- 
tion to  inspire  them.  (This  tradition  was 
perpetuated  in  Japan).  But  it  was  different 
with  the  pictures  and  images  of  the  Buddhas 
and  Bodhisattvas.  These  were  modelled  on 
Indian  prototypes,  whether  indirectly  through 
the    art    of    Gandhara    and    Turkistan,    or 
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iiKrectly  from  India  itself.  In  that  portion 
of  the  Stein  collection  which  has  been  allot- 
ted to  India  there  is  a  document  of  unique 
interest.  This  is  a  large  piece  of  silk  covered 
with  drawings  made  by  a  Chinese  artist 
from  sacred  statues  at  various  sites  in  India. 
Many  such  copies  must  have  been  made  by 
the  Chinese  pilgrims  to  India  and  carried 
home  to  become  models  for  native  painters 
and  sculptors.  During  the  T'ang  dynasty 
when  Buddhism  took  so  firm  a  hold  on  China, 
the  Indian  imagery  and  symbolism  were 
closely  and  devoutly  followed.  So  were 
formed  the  moulds  into  which  later  Buddhist 
art  in  the  Far  East  was  to  flow.  A  hybrid 
art  it  may  be  called  but  the  case  is  far  differ- 


ent from  that,  say,  of  the  art  of  Gandhara; 
for  the  T'ang  masters  were  among  the  great* 
est  artists  the  world  has  ever  seen,  and  their 
Buddhist  works  were  not  the  least  grand  of 
their  achievements.  In  the  best  of  them  the 
fusion  of  the  Indian  and  the  Chinese  genius 
is  complete. 

Can  the  statue  in  the  British  Museum  be 
of  the  T'ang  period  ?  We  have  no  real  clue 
to  its  date,  but  exptert  opinion  will  probably 
decide  to  place  it  in  a  rather  later  time 
perhaps  the  twelfth  century.  Beautiful  as 
it  is,  it  lacks  something  of  the  severity  and 
intensity  which  we  expect  from  the  very 
finest  masterpieces  of  Buddhist  art 


II.— A  DISCIPUNARY  PROLOGUE  TO  THE   COMPARA- 
TIVE STUDY  OF  PAINTING. 

By  JAMES  H.  COUSINS. 


HALF  of  the  pleasure  of  cultured  life,  or 
.more,  lies  in  the  exercise  of  com- 
parison, from  the  putting  together 
of  things  so  remotely  connected  with  one 
another  that  their  mention  produces  the 
incongruity  which  is  the  basis  of  laughter,  to 
the  making  of  those  subtle  analogies  of 
word,  incident  or  idea  through  which  we  rise 
to  some  degree  of  inner  vision  of  the  deep 
root  of  being  from  which  springs  the  beauty 
and  variety  of  God's  blossoming.  But  in  the 
exercise  of  this  power  of  comparison,  with 
its  enrichment  of  memory  and  its  exhilaration 
of  the  soul  with  the  expressed  juice  of  the 
grapes  of  wisdom,  we  must,  if  we  are  to  ex- 
perience the  fullness  of  aesthetic  joy,  cast  out 
all  thought  of  exdusiveness  or  separateness 
in  any  particle  of  the  substance  of  our  com- 
parison. The  infinite  variety  of  Creation,  over 
whose  fields  we  gleaners  of  beauty  pass, 
gives  full  scope  for  the  exercise  of  our  tem- 
peramentad  bent  in  the  selection  of  our  ears 
of  com  and  the  manner  in  which  we  bind  and 
stack  them  for  ripening  in  the  sun  or  under 
the  moon  and  stars;  but  our  natural  favour 
towards  our  own  sheaf,  its  colour  and  shape, 
must  not  blind  us  to  the  fact  that  corn  is 
corn-thin,  pale,  self -depreciatory  among  the 


stones  of  Connemara  in  the  west  of  Ireland 
plu^p,  robust,  full  of  strength  and  self- 
assurance  in  the  well-watered  lowlands  of 
the  Seine  valley  in  France,  but  still  com. 

The  first  essential  to  full  enjoyment  of 
any  comparative  study  in  the  arts  is  a  reali- 
sation of  the  truth  that  when  we  speaJc  of 
Indian  painting  (for  example)  or  Japanese, 
or  Western,  we  shall  perform  no  worthier 
task  than  the  dissecting  of  the  rainbow  and 
the  setting  of  colour  against  colour  in  un- 
natural enmity,  if  we  allow  any  assumption 
of  complete  self-sufficiency  and  rivalry  in 
school,  method  or  quality  to  dominate  our 
thought.  There  is  no  Indian  or  non-Indian 
painting  conceived  as  a  thing  by  itself;  there 
is  just — painting;  that  conspiracy  of  hand 
and  eye  and  brain  to  track  the  secret  of  the 
visible  universe  to  its  lair  and  there  become 
captive  to  what  has  been  captured ;  that  urge 
within  a  particular  tjrpe  of  creative  mind  to 
achieve  self-realisation  and  to  realise  some- 
thing beyond  the  self;  that  activity  of  the 
artist  whose  joy  is  the  rebuilding  of  the  uni- 
verse with  the  innocence  and  self-forgetfid- 
ness  of  a  child  remoulding  his  world  "  nearer 
to  the  heart's  desire  "  out  of  the  perpetually 
re-forming  and  perpetually  dissolving  saiu!» 
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of  the  seashore — the  artist  for  whom  nature, 
as  Shelley  put  it,  is  "  not  a  picture  set  for  his 
copying,  but  a  palette  set  for  his  brush." 

We  should  be  far  from  satisfying,  how- 
ever, the  artistic  urge  in  nature  (of  which 
our  own  is  but  a  reflection)  if  our  realisation 
of  the  central  unity  of  the  painter's  art  led  us 
merely  to  the  putting  into  the  hands  of  art 
of  one  size  and  quality  of  brush  and  the  set- 
ting of  her  eyes  to  one  point  of  view.  Nature 
has  put  the  sun  high  and  uncompromising  in 
the  skies  of  the  tropics  in  order  that  those 
who  would  read  her  heart  may  be  driven  by 
the  "  crimson  blaring  of  his  shawms  "  into 
the  refuge  of  the  twilight  whose  table  is 
laid  with  the  exquisite  odours  and  savours  of 
half-lights  and  shadows  and  the  deep  and  in- 
timate invitation  of  the  stacry  darkness. 
She  has  laid  upon  the  temperate  lands  the 
deprivations  of  autumn  and  winter,  bevel- 
ling the  days  down  to  the  edge  of  night  until 
men,  in  their  hunger  for  illumination  and 
warmth,  have  learned  to  chew  infinities  of 
nourishing  beauty  out  of  little  precious 
mouthfuls  of  sunlight.  Upon  the  contingen- 
cies and  necessities  of  life,  w^hich  Nature 
grants  to  us  for  the  disciplining  of  our  chaos 
into  some  reflection  of  hidden  orders  of  beau- 
ty, we  build  our  preferences.  Time,  famili- 
arity and  the  sense  of  ownership  harden  the 
preferences  into  prejudices.  Ultimately  we 
may  mistake  for  the  rock  of  truth  and  per- 
fection what  once  were  floating  timbers  shed 
from  the  proliferating  forests  of  life  but  now 
petrified  in  the  waters  of  our  own  inertia. 
But  whatever  be  the  light  or  darkness  of  our 
intellectual  and  emotional  atmosphere. 
Nature  and  Deities  of  Art  cannot  be 
thwarted  in  their  cosmic  labours.  Through 
our  narrownesses  they  will  accomplish  parti- 
cularities of  achievement  only  possible  within 
boundaries;  the  beauty  of  definition  of  the 
running  stream  which  is  beyond  the  titanic 
generalisation  of  the  ocean;  the  thin  sweet 
whistle  of  the  wind  (dumb  of  itself)  when 
it  finds  lips  for  its  otherwise  unheard  music 
in  a  cracked  leaf,  and  utters  the  luring  call 
to  the  spirit  which  the  braggart  thunder 
w^ould  vainly  "  struggle  and  howl  at  fits  "  to 
imitate. 

Thus  does  Nature  justify  by  use  the 
littlenesses  of  greatness  and  genius,  with- 
out which  constriction  its  special  revelation 
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of  a  greatness  beyond  itself  could  not  be  ela- 
borated. We  must  therefore  concede  to  the 
creative  artist  his  and  her  moments  of  enthu- 
siasm and  dogma,  when  the  flame  leaps  up 
"  blind  with  excess  of  light  ";  when  the  wheel 
of  the  imagination  moves  so  rapidly  that  it 
sweeps  into  its  vortex  the  artist  himself 
and  those,  with  eyes  capable  of  passing 
beneath  the  exterior  of  things  into  the 
burning  centre  of  the  artist's  being, 
might  well  exclaim,  "  Who  is  the  potter, 
pray,  and  who  the  pot?  "  for  the 
personal  has  wholly  yielded  itself  up  to  the 
super-personal,  the  worker  and  his  work 
have  become  one.  Afterwards,  at  the  end 
of  a  day  of  creation,  reflection  may  supervene 
and  the  artist,  in  the  satisfaction  of  a 
measure  of  accomplishment,  may  throb  with 
a  far-off  repercussion  from  that  day  on 
which  another  Artist  caused  the  dry  land  to 
appear  above  the  inchoate  waters,  and  at  the 
end  of  the  day  "  saw  that  it  was  good." 
Then  the  mood  of  the  solitary  peak  stepc 
down  to  the  level  of  the  valley,  and  enters 
into  that  salutary  communion  of  heart  and 
brain  with  other  climbers  toward  the  skies 
which  is  only  possible  at  the  bases  of  the 
hills  of  life,  and  impossible  on  the  summits 
save  in  lightnings  which  flash  from  peak  to 
peak  in  a  code  of  the  spirit  which  is  not  yet 
current  even  among  the  masters  of  interpre- 
tation. Then  the  creator,  becoming  awhile 
the  critic,  may  discover  that  the  solitary 
peak  is  not  a  thing  apart  from  the  mass  of 
the  good  earth  and  its  life,  but  an  elevation 
and  subtilisation  of  the  genereJ  substance  and 
consciousness,  a  turning  of  the  flatness  of 
the  common  horizontal  life  into  the  visible 
perpendicularity  of  high  purpose.  The  artist 
in  the  ascent  of  his  peak,  may  set  his  face 
towards  aloofness  and  narrowness;  but  in 
the  descent  therefrom,  with  face  outwards 
towards  infinity,  he  will  bring  to  us  of  the 
lower  levels  the  inspiration  and  large  sanity 
of  extended  view. 

It  is  because  of  the  artist's  fluctuation 
between  all  that  is  implied  in  these  two  points 
of  view  (the  ascent  and  descent  of  his  peak  of 
creation)  that  he  is  not  seldom  a  contradic- 
tion— a  broad-minded  bigot,  a  provincial  uni- 
versalist.  His  own  safety  and  peace  of  mind 
lie  in  his  acceptance  of  his  own  artistic  pre- 
judice as  simply  one  singularity  in  the  plural 


number  of  God's  grammar  through  which 
He  has  uttered  the  fundamental  prejudice 
of  the  universe,  a  prejudice  so  rigidly  im- 
posed on  all  within  its  sphere  of  influence 
that  not  even  the  moon,  for  all  the  prayers 
of  her  lovers,  will  move  from  her  rut  and 
for  once  travel  from  north  to  south.  "  The 
mountain  and  the  squirrel  had  a  quarrel,"  as 
Emerson  reports,  but  the  squirrel  settled  the 
matter  by  making  a  compromise  of  recogni- 
tion, though  in  a  negative  form. 

"  If  I  cannot  carry  forests  on  my  back, 
Neither  can  you  crack  a  nut." 
It  is  as  much,  perhaps,  as  one  can  expect  from 
an  ordinary  squirrel,  this  concession  (turned 
into  positive  terms)  that  while  it  is  the  busi- 
ness of  squirrels  to  crack  nuts,  it  is  the  busi- 
ness of  mountains  to  carry  forests  on  their 
backs.  But  a  succeeding  generation  of 
squirrels  (and  humain  beings  including 
artists)  will  grow  eyes  capable  of  seeing  that 
but  for  the  mountain,  the  squirrel  would 
have  no  nut  to  crack,  and  that  the  vast  inertia 
of  the  mountain,  dull  and  lumpish  as  it  is,  is 
the  relatively  stable  thing  against  which  the 
foot  of  the  squirrel  finds  elasticity.  The 
other  side  of  the  matter  (which  future  moun- 
tains also  may  learn  to  see)  is  that,  but  for 
the  services  of  the  nut-cracking  squirrel  (and 
all  his  kin)  the  mountain  in  a  few  millenia 
might  find  himself  without  his  protective 
forest  cloak,  and  a  few  millenia  later  might 
lift  a  bald  head  and  naked  shoulders  to  the 
disintegration  and  laceration  of  sun  and  wind, 
rain  and  snow  and  drought. 

Let  it  be  admitted  that  the  dull  mountain 
has  its  place  and  work  in  the  scheme  of  things 
as  well  as  the  nimble  squirrel.  Let  the  same 
be  admitted  likewise  of  artists  of  various 
cults,  and  of  non-artists  at  various  levels  of 
appreciation  which  stimulates  to  creation, 
and  of  misappreciation  which  provokes  to 
criticism.  Let  it  be  admitted  also  that,  while 
prejudice  is  usually  the  offspring  of  ignorance 
and  pride,  artistic  culture  is  itself  only  a 
glorified  prejudice — a  more  self-conscious, 
self-explanatory  and  tedkative  way  of  survey- 
ing life  from  one  corner  of  it,  and  dealing 
with  it  accordingly,  with  false  truth  and  true 
falsehood  and  all  the  paradox  that  come 
out  of  our  position  as  simultaneous  heirs  to 
the  double  estate  of  the  eternal  and  the  tran- 
iieht. 


All  the  arts  reflect  some  ray  of  the  Truth 
otherwise  they  could  not  exist,  for  there  is 
no  fragment  of  the  universal  life  that  is  not 
related  to  the  whole.  On  the  other  hand 
there  is  no  art  or  phase  of  art  that  can  com- 
pletely reflect  "  the  Truth,  the  whole  truth 
and  nothing  but  the  truth";  for  "our  little 
systems "  are  lines  of  pitiful  logic  drawn 
around  a  sphere  which  take  on  a  sense  of 
completeness  and  assurance  when  the  head 
succeeds  in  biting  the  tail ;  but  some  of  these 
lines  cut  across  the  pole,  and  when  they  pride 
themselves  on  having  touched  Truth's  ab- 
solute north,  are  at  that  very  moment  facing 
the  south  on  all  sides;  and  some  run  merely 
parallel  to  one  another  and  translate  mere 
motion  into  the  word  progress,  apparently 
not  knowing  that  Mr.  Chesterton  has  said 
that  the  thing  that  merely  progresses  moves 
to  its  destruction. 

All  the  arts  are  untrue,  inasmuch  as  no 
part  can  express  the  whole;  and  they  become 
the  more  untrue  the  more  they  try  it  to  live 
up  to  the  illusion  that  "  art  should  be  true  to 
nature  and  life."  No  artist  ever  yet  saw 
Nature  in  the  fullness  of  her  truth;  he  can- 
not be  true  to  that  of  which  he  has  only  a 
fragmentary  comprehension.  No  humam 
being  ever  yet  lived  life  in  its  fullness.  To 
see  life  steadily  and  see  it  whole  is  a  poetical 
impossibility  invented  by  the  late  Mr. 
Mathew  Arnold.  We  cannot  see  life  steadily 
because  life  itself  is  not  steady.  Its  very 
genius  is  flux.  If  the  Lord  of  the  World 
ceased  His  cosmic  dance  for  .an  instant,  the 
sun  would  stagger  dazed  into  ainnihilation, 
and  all  that  hangs  upon  him.  And  yet,  if  we 
do  not  catch  some  suggestion  of  stability 
behind  the  perpetual  movement  of  life,  we 
have  not  seen  anything  aright.  We, cannot 
see  life  whole,  because  our  personal  life  is 
inexplicable  save  in  relationship  to  an  envi- 
roning life  whose  ramifications  pass  round 
our  own  street  corner  out  of  our  sight — and 
trail  their  antennae  beyond  the  orbits  of  Ura- 
nus and  Neptune.  We  cannot  see  beyond 
what  our  eyes  tell  us.  A  dead  camera  can  do 
better.  We  cannot  hear  beyond  the  crude 
noises  that  our  rudimentary  ears  catch  up — 
the  surf  of  sound  that  deafens  us  to  the  music 
of  the  spheres.  "  Our  hearing  is  not  hear- 
ing, and  our  seeing  is  not  sight,"  sang  Lewis 
Morris,   the  Welsh  poet.      And  yet,  if  we 


have  not  caught  some  hint  of  the  fullness 
that  enspheres  us,  some  glimpse  of  the 
"  divinity  that  shapes  our  ends,"  we  have  not 
seen  or  heard  at  all. 

This  is  why  the  path  of  human  culture 
from  the  cave-man's  rock-scratched  drawing 
of  the  reindeer  to  the  latest  school  of  paint- 
ing, is  strewn  with  the  debris  of  cults  and 
movements  and  renaissances.  School  suc- 
ceeds school,  and  out  of  the  works  of  art 
which  the  new  impulse  sends  across  the  sky 
of  culture  in  a  trajectory  whose  fall  is  cross- 
ed by  the  rise  of  a  still  newer  impulse  (as  the 
rising  curve  of  romanticism  in  English  poe- 
try crossed  the  descending  curve  of  classi- 
cism, and  impressionism  in  painting  crossed 
in  its  fall  the  patch  of  the  soaring  rocket  of 
post-impressionism),  a  few  masterpieces 
survive,  not  because  their  particular  cult  was 
any  more  true  than  its  predecessors,  but  be- 
cause they  were  wholly  true  to  their  cvdt. 


Artistic  ilmmortality  does  not  jome  at  the 
call  of  the  slovenly  or  the  egotistical  or  the 
self-righteous.  The  true  conservatism  in  art 
comes  out  of  a  radical  abandonment  to  one's 
measure  of  darkness  and  crooked  vision. 
"  He  that  loseth  his  life  for  My  sake  and  the 
gospel's  shall  save  it  unto  life  eternal,"  said 
a  Master  of  Wisdom;  yet  that  gospel  was  in- 
complete; the  Spirit  of  Truth  was  to  come 
and  guide  His  disciples  into  all  Truth.  He 
that  loseth  his  personal  life  for  the  sake  of  his 
artistic  gospel  shall  save  it  through  the 
changings  of  the  future;  for  while  every 
new  movement  in  art  is,  in  the  nature  of  re- 
lative things,  a  new  way  of  looking  at  things 
wrongly,  it  is  also  a  sign  of  the  search  for  the 
truer  vision  which  will  one  day  see  not  "  as 
in  a  glass  darkly,"  but  "  face  to  face  " — and 
in  that  sight  shall  have  no  more  need  of  the 
interpretative  makeshift  of  the  arts. 


in— A  GROUP  OF  APSARAS  BY  A  JAPANESE  ARTIST. 


EVER  since  the  days  of  the  Emperor  Ming 
Ti,  streams  of  pilgrims  have  flowed  into 
India  from  China  and  the  Far  East  in 
search  of  religious  and  aesthetic  inspirations. 
This  has  continued  up  to  the  present  time. 
And  the  Buddhist  holy  places  in  India  have 
not  ceased  to  attract  their  pilgrims  from  far 
off  countries  of  Asia.  We  have  had  our 
twentieth  century  Fa-Hien  and  Hiuen- 
Tsang  in  the  persons  of  the  late  Count  Otani 
and  Ekai  Kawaguchi.  This  intercourse,  as 
much  religious  as  aesthetic,  has  continued  on 
and  off  to  the  present  day.  It  is  not 
generally  known  that  Hiuen-Tsang  carried  as 
many  manuscripts  as  scrolls  of  Buddhist 
Paintings  from  India.  In  the  early  phases 
of  religious  painting  in  China  and  Japan, 
Indian  influences  are  predominating.  As 
M.  Gonse  has  pointed  out,  early  religious 
art  of  Japan  is  nearear  to  its  Indian 
prototype  than  anything  Chinese.  The 
frescoes  of  Horiuji,  the  glory  of  the  Nara 
period,  are  the  direct  descendants  of 
those  at  Ajanta.  Indeed  the  remains  of 
these  Indian  paintings  have  never  ceased  to 
fascinate  and  attract  Japanese  pilgrims. 
Of  many  such  modern  pilgrims  to  the  old 
shrines  of  Indian  Art,  we  are  enabled  to  cite 


here  the  name  of  a  gifted  Japanese  artist, 
Mr.  Yoshio  Katsuta.  He  came  to  India  in 
the  year  1907  and  stayed  for  over  a  year. 
He  visited  the  caves  of  Ajanta  and  made 
many  fruitful  studies  under  the  spell  of  that 
great  Buddhist  school  which  has  ever  been 
the  inspiration  of  many  later  movements  of 
painting  in  the  East.  We  can  cite,  here,  but 
one  example  from  his  brush  which  is  a  small 
water  colour  painting  on  silk,  illustrating  a 
verse  from  Meghadutam  "  Cloud  Messen- 
ger"  of  Kalidasa  [Purwa  megha  61]  re- 
presenting apsaras  or  "  Sura-yuvatayah " 
[heavenly  maidens].  This  interesting  little 
piece  (vide  colour  plate  opposite)  undoubt- 
edly attests  his  studies  of  the  Ajanta  Paint- 
ings. It  is  impossible  to  mistake  the  grace- 
ful types — the  peculiar  poses  and  attitudes 
which  are,  evidently,  derived  from  the  fami- 
liar models  of  Ajanta.  The  characteristic 
eyebrows,  the  coiffures  with  their  decora- 
tions of  flowers,  the  sensitive  and  significant 
plays  of  the  fingers — are  so  fundamentally 
Indian — that  it  is  impossible  to  believe  that 
they  could  come  from  the  brush  of  a  non- 
Indian  artist.  The  consummate  skill  with 
which  the  Indian  point  of  view  and  the  very 
atmosphere  of  an  Indian  subject  have  been 
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realised  deilionstrates  the  remarkable  power 
of  sympathy  of  an  artist  not  born  in 
the  manner  and  tradition  of  the  form 
of  expression.  Yet  in  rendering  the  beauty 
and  the  character  of  an  essentially  Indian 
theme,  the  artist  has  not  wholly  succeeded 
in  concealing  his  own  personality.  In  the 
style  of  the  drapery  and  the  drawing  of  the 
nose,  as  also  in  the  powerful  grouping  of  the 
figures  so  exquisitely  suggesting  a  sense  of 
movement,  is,  indeed,  revealed  the  hand  of 
the  Japanese  artist.  Aping  the  manners  and 
poses  of  an  alien  race  is  not,  at  all,  conduc- 
ive to  the  production  of  great  art.  But  in 
the  present  example  it  is  more  than  a  mere 
imitation  or  transcription  of  superficial 
mannerisms  and  moods.  It  amounts  to  more 
than  an  assimilation  of  the  spirit,  the  attitude 


and  the  point  of  view  of  «n  Indian  mind  on 
the  basis  of  an  intimate  sympathy  and  an 
accurate  intellectual  understanding.  That 
this  work  goes  far  ahead  of  the  primitive  at- 
tempts made  in  early  times  by  the  Chinese 
artists  in  assimilating  the  first  lessons  from 
Buddhist  Indian  Painting — ^^may  perhaps  be 
demonstrated  if  we  compare  with  our  ex- 
ample, many  specimens  of  '  Flying  Apsa- 
ras  '  painted  by  Old  Chinese  and  Japanese 
artists  e.g.,  the  flying  '  apsara '  from  the 
frescoes  at  Horuiji  reproduced  in  Fenollosa's 
"  Epochs  of  Chinese  and  Japanese  Art,"  Vol. 
I,  p.  45).  In  our  picture  the  Indian  and  the 
Japanese  elements  mingle  with  such  gracious 
harmony  that  we  may  perhaps  be  justified  in 
characterising  and  describing  such  works  by 
the  name  of  Indo-Japanese  Painting. 


IV.— THE  REPRESENTATION  OF  NATURE  IN   EARLY 
BUDDHIST  SCULPTURE  (BHARHUT-SANCHI). 

By  STELLA  KRAMRISCH. 


THE  oneness  of  all  creation  is  express- 
ed in  early  Buddhist  sculpture  by  a 
gentle  harmony  and  similarity  of 
individual  shapes,  which  characterise  every 
object  but  are  more  than  a  picture  of  their 
exterior.  Life  itself  has  assumed  the  shape 
of  artistic  form.  The  Indian  understands 
life  as  growth.  He  does  not  depict  the  shapes 
of  nature  but  nature  itself,  the  creative  creat- 
ing power.  Earth's  life-blood  streams 
through  the  members  of  figures  and  gives 
them  form  according  to  the  celerity  of  its 
circulation,  which  is  gently  flowing  soft  and 
equipoised  at  Bharhut.  The  forms  have  not 
yet  separated  themselves  from  mother  earth, 
who  nourishes  them  and  gives  them  the  con- 
templative life.  Each  relief  is  first  of  all  a 
picture  of  this  spiritual  state,  and  secondary 
to  it,  it  is  the  representation  of  a  particular 
theme. 

In  the  scene  of  worship  on  the  Prasen- 
ajit-Pillar  at  Bharhut  (Cunningham  PI.  xli. 
1,)  the  feet  of  the  figures  are  not  separated 
from  the  ground,  the  tender  curved  outlines 
of  ^he  figures  are  accompanied  by  the  folds 
of  I  anging  drapery.     Their  swing  is  similar 


^  y 


to  that  of  the  branches  of  the  trees  which  sur- 
round the  men. 

The  serenity  of  the  Indian  figures  is  the 
result  of  the  calmness  of  mind  which  invent- 
ed them.  It  is  the  spirit  which  builds  the 
body.  The  figures  do  not  seem  to  have  bones 
and  muscles  but  consist  of  an  entirely  uni- 
form plastic  mass.  Their  faces  have  a 
sameness  of  types.  All  are  round  and  their 
cheeks  seem  to  be  too  big  because  they  are 
not  modelled  sufficiently  (Cunningham 
Bharhut  PI.  xxlv).  The  roundness  of  faces 
is  exaggerated  by  the  head-dress,  covering 
the  foreheads.  This  roundness  is  pro- 
nounced by  a  short  nose,  small  and  full  lips 
and  almond-shaped  eyes  which  have  curved 
eyebrows.  The  changes  of  facial  types  are 
always  conditioned  by  a  change  of  quality 
and  style  of  the  relief  and  are  therefore  not 
indicative  of  different  types  of  races  but 
show  clearly  that  they  are  nothing  else  but 
a  rcov-U  of  artistic  formation.  The  face  as 
an  equc'ly  measured  well-surrounded,  sym- 
metrical ^hape  is  considered  to  be  a  useful 
elemei^jt  of  composition.  Some  scenes  are 
composed  .entirely  of  faces.     One  head  is  set 


next  to  the  otliei.«  The  aspect  of  the  relief 
is  like  that  of  a  number  of  round  buttons, 
stitched  near  each  other  (Bharhut  PI.  xvll 
1,  xvl  2).  These  typical  faces  without  life 
have  not  the  purpose  to  express  an  inner 
feeling,  they  do  not  make  any  attempt  to- 
wards facial  expression,  although  they  have 
the  mystery  of  smiling  peace  which  blesses 
the  mouth  of  archaic  Greek  and  early  Gothic 
statues.  Their  only  purpose  is  to  complete 
the  idea  of  the  human  figure.  It  is  not  that 
the  early  Indian  artist  had  no  faculty  in  this 
direction.  He  did  not  consider  facial  ex- 
pression as  necessary.  He  was  very  able  to 
do  so  if  he  aimed  at  it.  The  representation 
of  Mara's  followers  (Sanchi,  North  gate, 
back  view,  middle  lintel)  is  of  a  grotesque 
triviality,  obtained  by  exaggerating  the 
single  features  of  the  face  which  are  made 
to  grin  sneeringly. 

Mostly  the  figures  stand  still  even  if 
they  are  supposed  to  walk  (Bharhut  PI.  xlx, 
upper  part).  The  body  is  without  energy, 
the  movements  of  actions  begin  only  from 
the  elbow.  Hands  are  made  to  seize  or  in- 
dicate, and  are  joined  in  order  to  pray 
(Bharhut  PI.  xxvl,  3,  xlv,  4,  8).  The  whole 
energy  proceeds  from  the  forearms  and 
hands,  the  rest  of  the  man  takes  no  part  in  it 
and  his  body  swings  in  a  curve  which  is  not 
influenced  by  his  energy.  This  produces  the 
effects  of  all  action  seemingly  to  be  trans- 
posed into  the  region  of  dreams.  The  figures 
seem  to  live  without  any  responsibility. 

In  the  representation  of  the  Yavamaja- 
kiya  Jataka  (Bharhut  PI.  xxv),  the  king,  sit- 
ting on  the  throne,  raises  his  hand,  a  woman 
on  his  left  side  raises  a  chauri,  Servants 
raise  their  arms  holding  a  stick  on  which  a 
basket  is  suspended.  No  other  figure  moves. 
Nevertheless  the  action  is  highly  dramatical. 
The  relief  tells  of  the  fidelity  of  the  Queen 
who  stands  at  the  right  side  of  her  husband, 
she  is  taller  than  the  other  people  of  the 
court;  she  withstood  the  temptations  of 
her  lovers  who  now  are  brought  before  the 
whole  court,  imprisoned  into  the  baskets. 

Life  as  it  shews  itself  in  ths  shapes  of- 
nature  determines  alst-  the  artist's  .f-rjfis. 
The  figures  are  alwa>  s  represented^f uU  of 
life  not  regarding  their  action.., '^whether 
suggesting  the  peace  of  religirus  ceremony 
or  the  excitement  caused  by  -'*  miracle.  Even 


when  the  figures  do  not  »nove  riiey  are  full 
of  a  latent  mobility.  It  manifests  itself  in 
the  course  of  the  curved  line  of  the  standing 
Yakshas,  Yakshinis,  Nagas,  etc.  (Bharhut  PI. 
xl,  xxl,  xxlll).  The  flat  and  snakelike  smooth 
figures  cling  along  the  pillars  like  tendrils. 
The  flowering  tree  joins  (as  a  sister  to  its 
form),  these  female  figures,  which  bow  the 
most  gracious  surrender  (Bharhut  PI.  xxll, 
3,  Sanchi,  North  gate).  The  legend  says 
that  it  began  to  flourish  when  it  was  touched 
by  the  foot  of  a  woman.  So  strong  is  the 
fullness  of  life  of  one  of  them  that  she  can 
give  it  away  even  to  another.  Art  makes 
them  bloom  and  grow  together.  The 
woman's  knee  and  elbow  seem  as  if  they 
were  tender  joints  of  the  tree.  An  inborn 
feeling  of  life's  community  makes  the  artist 
from  Bharhut  and  Sanchi  form  the  stems  of 
plants  and  the  arms  of  man  in  the  same  way 
not  regarding  their  physical  appearance  or 
their  organic  structure.  The  relation  and 
connection  of  forms  is  more  intimate  than  the 
isolation  of  the  individual. 

The  multiplication  of  members,  a  pecu- 
liarity of  the  later  Indism  artistic  conception 
of  God-likeness  can  be  always  recognized 
here.  (In  literature  of  course  the  multipli- 
cation of  members  as  an  attribute  to  God's 
all-filling  all-mightiness  has'  existed  long 
before,  for  instance  the  description  of  Krish- 
na's appearance  as  given  by  the  Bhagavad- 
gita).  Sometimes  the  horses  have  two  heads. 
The  reason  apparently  being  to  let  them  ap- 
pear both  from  outside  and  inside  the  gates 
as  complete  animals — (Sanchi  North  gate). 
Similar  inventions  with  the  same  purpo^ 
occur  at  Chorsabad  and  Nineveh,  where  lions 
and  griffins  are  represented  having  five  legs. 
The  same  principle  causes  on  the  other  haoid 
a  contraction  and  disappearance  of  single 
members.  When  two  Yakshas,  leaning  on 
two  adjacent  sides  of  one  pillar,  touch  each 
other  on  the  edge  between  them,  their  arms 
grew  together  and  form  a  double-arm 
(Bharhut  PI.  xxll,  3)  which,  seen  as  a  whole, 
has  the  harmony  of  an  ornament  and  is  at  the 
same  time  a  perfect  two-sided  representa- 
tion of  an  arm. 

In  Sanchi  the  figures  awake  into  a  new 
kind  of  life.  The  figures  of  men  as  repre- 
sented by  art  always  show  the  aspect  of  n  en- 
tal  constitution  of  their  author.     Men  dre  im- 


ed  at  Bharl  ut  both  with  closed  and  open  eyes, 
surrendered  to  the  mild  waves  of  life  and 
were  carried  on  them.  But  here  men  have 
awakened.  Their  actions  are  no  longer  only 
suggested,  but  take  place  in  their  full  reality. 
Every  man  lives  his  own  life  and  action 
means  its  summit.  Men  have  become  ac- 
tive and  energetic.  But  one  does  not  look 
upon  this  new  sense  of  life  in  a  different 
manner  to  the  old  one.  Because  one  does 
not  consider  it  all,  one  does  not  judge  or 
criticize  it.  One  is  possessed  by  it  and  per- 
mits oneself  to  be  governed  by  it.  The  sense 
of  life  has  changed  but  not  man's  appreciation 
of  life.  In  both  cases  life  is  the  urging  force 
whether  it  bears  the  man  in  its  rhythm  or 
whether  it  excites  him  to  spontaneous  acti- 
vity. 

The  emancipation  of  the  individual  con- 
sists in  his  activity.  Though  the  figures  stand 
or  bow  or  join  their  hands  as  at  Bharhut,  has 
the  structure  of  the  body  been  changed  and 
therewith  the  character  of  movements?  In 
Sanchi  the  artist  discovered  that  the  articles 
are  of  essential  importance  for  the  movement. 
The  bodies  lose  their  buikiness,  become  pli- 
able in  all  their  joints,  hips,  and  shoulders. 
The  figures  stand  no  more  clumsy  with  their 
whole  weight  on  both  feet  but  cross  their 
legs  graciously  over,  the  head  is  slightly 
bent  aside.  One  ought  to  suggest  that 
Indian  people  had  learned  dancing  in  the 
meantime. 

The  landscape  is  neither  a  substantial 
nor  independent  part  of  early  Indian  art,  as 
for  instance  in  China,  where  landscape  paint- 
ing is  the  integration  of  earth  and  air, 
water  and  mountain,  man  and  universe. 
Nor  does  it  figure  as  back- ground  of  the 
action.  But  what  may  be  called  landscape 
takes  part  in  the  action  and  consitutes  it. 
No  figures  of  the  "  landscape  "  is  superfluous ; 
each  has  its  special  importance  regarding 
the  representation  of  the  history.  The  tree 
for  instance,  besides  its  symbolic  employ- 
ment, represents  either  the  dwelling  place 
of  one  of  the  chief  persons  (Bharhut  PI. 
xlviii,  5)  or  at  times  helps  to  suggest  an  inun- 
dation (Sanchi,  water  miracle.  East  gate,  left 
pillar,  front  face)  or  the  dedication  of  the 
Jetavana-grove  to  the  Buddha.  The  land- 
scaoe  character  of  some  of  the  scenes  (for 
ins  ance  in  the  Vessantara  Yataka,  Sanchi 


North  gate,  back  view,  lo'.v«r  lintel  or  Bhar- 
hut PI.  xlv,  as  in  the  adoration  of  the  wisdom 
tree  by  the  Naga  King  Erapata)  is  suggested 
by  the  nearness  of  enormous  flowers,  of 
crowded  bodies  of  men,  animals,  trees  and 
hut.  But  this  tropical  exuberance  forms  no 
peculiarity  of  landscape  scenes  only,  but 
characterizes  all  the  early  Indian  artistic 
inventions  and  produces  in  an  equal  super- 
abundance men,  marching  to  a  festival, 
worshipping  animals  and  flowering  trees. 
One  tree,  one  flower,  is  sufficient  to  express 
and  to  contain  the  whole  nature.  One  house 
or  C!  tadel  represents  similarly  a  town  (Sanchi 
Wa  •  of  the  relics,  West  gate,  back  view, 
mid'lle  lintel).  Water  also  is  not  depicted 
as  an  element  of  landscape.  Ever  so  often 
lakes  or  rivers  may  be  seen,  they  have  only 
a  narrative  meaning  (for  instance  the  water 
miracle  or  that  the  crab  dwelt  in  the  pool, 
Sanchi  East  gate  and  Bharhut  PI.  xxvii  3). 

The  relation  of  Indian  art  to  nature  is 
not  conditioned  by  an  optic  impression  of 
nature's  forms  but  by  the  artist's  inborn 
and  deep  love  of  nature.  Not  only  one  sense, 
namely  the  eyesight  of  the  artist  takes  an 
interest  in  nature,  but  his  whole  organism. 
Thus  Indian  art  is  a  part  of  nature  itself  and 
is  nothing  else  but  man's  ratification  of  his 
own  thankful  reality,  being  a  part  of  nature. 
But  the  view  of  nature  as  given  by  art  has 
its  roots  not  only  in  the  vital  feelings  of  the 
unity  of  creation,  but  has  to  serve  the  pur- 
pose of  being  intelligible.  The  early  experi- 
ence, that  everything  is  recognised  by  its 
limits,  is  uttered  by  art  by  the  means  of  line, 
which  circumscribe  the  objects  and  pro- 
nouttce  the  naunes.  In  so  far  is  early  Indian 
art  "  Naturalistic."  Outlines  have  their 
origin  in  an  intellectual,  not  sensual,  percep- 
tion of  nature.  Thus  the  idea  is  one  con- 
stituent of  the  outline  and  serves  as  a  means 
of  intelligibility. 

These  are  the  two  constitutional  reasons 
of  early  Indian  pictorial  art.  First,  the 
knowledge  of  a  creative  nature  whereto  the 
artist  himself  belongs.  Secondly,  the  pur- 
pose to  narrate,  to  tell  exactly  so  that  no- 
t!''"qr  can  be  confounded  or  mistaken.  The 
first  Cv  mponent  may  be  seen  as  the  plastic 
capacity,  the  second  as  the  limiting  character 
of  the  lint.  The  conscious  purpose  of  the 
artist  is  clear  representation.     Every  figure 
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shall  give  an  «(>^ct  idea  of  the  meaning  and 
importance  of  the  object  represented.  The 
tree,  for  instance,  can  be  recognised  by  its 
outline,  which  is  filled  in  with  flowers,  leaves 
and  fruits  (Bharhut,  PI.  xxxi).  The  size  of 
flowers,  leaves  and  fruits  in  relation  to  the 
w^hole  tree  does  not  correspond  with  their 
real  dimensions.  Their  size  is  exaggerated 
and  their  number  reduced.  The  bigness  of 
each  single  flower,  leaf  or  fruit  replaces  their 
number;  as,  for  example,  the  most  important 
part  of  a  throne  is  its  plate.  Therefore  it  must 
be  represented  and  shown  entirely  in  full 
size,  and  that  is  only  possible  by  a  "  bird's- 
eye  view."  So  the  plate  of  the  throne  has  a 
spatial  meaning,  not  effect.  Such  elements 
are  constant.  Their  real  appearance  is  neg- 
lected, they  take  no  part  in  the  representa- 
tion as  objects  but  only  as  the  names  of  ob- 
jects and  have  their  own  sound  whereby  they 
are  always  recognised  by  one  glance  or  in  the 
first  instance  in  whatever  connection  they 
appear. 

The  result  of  this  aim,  towards  clearness 
and  intelligibility,  is  a  disproportion  of  sizes 
compared  with  the  real  appearance  of  objects, 
for  instance,  the  size  of  waves  in  proportion 
to  the  river,  the  curls  of  the  lion's  mane  in 
relation  to  the  whole  size  of  the  animal. 
(Sanchi.)      These  stereotyped  signs  are  the 


names  given  to  every  object  by  its  special 
peculiarity.  They  have  the  economic  and 
mnemotechnic  usefulness  of  abbreviations. 

The  size  of  the  acting  persons  them- 
selves changes  following  the  part  and  import- 
ance which  the  person  plays  in  each  repre- 
sentation. As,  for  instance,  in  one  relief 
(Cunningham  Mahabodhi  PI.  viii,  4)  tree  and 
man  are  of  equal  size,  because  the  wishing 
man  is  not  less  important  than  the  wish-be- 
stowing tree,  while  another  representation 
makes  elephants  and  lotus  flowers  equally 
small  with  reference  to  the  mighty  human 
figure  of  the  goddess  (Mahabodhi  PI.  viii,  F). 

Everything  is  told  in  the  simplest  man- 
ner and  the  shortest  way,  unconstrained  and 
easily,  because  the  man  and  also  the  artist 
were  simple.  They  had  not  to  forget  a  dis- 
turbing manifoldness  of  the  outer  world  and 
of  their  own  thought.  In  a  self -consciousness 
which  is  as  unlimited  as  it  is  naive  <men 
possessed  as  much  of  the  world  as  they  were, 
interested  in.  This  possession  was  so  safe, 
so  absolute,  that  men  proceeded  to  build  self- 
complaisantly  a  world  which  became  a  sym- 
bol of  reality.  Delivered  to  this  naive 
outlook  on  the  world  the  artist  produced  his 
work.  The  love  of  nature  which  at  the  same 
time  is  his  self-consciousness  leads  his  hand. 


v.— THE  DANCE  OF  SHIVA, 

By  the  late  M.  AUGUSTE  RODIN.* 


REFLECTING  ON  THE  WHOLE   FIGURE  OF 
SHIVA  (NATARAJA). 

FULL-BLOWN  in  life,  the  river  of  life,  the  air, 
fhe  sun,  the  sensibility  to  be  in  an  over- 
flow— that  is  how  it  appears  to  us — the 
art  of  the  Far  East! 

\R  S  ifi 

The  divinity  of  human  body  was  attained  at 
that  epoch,  not  because  we  were  then  nearer  to  the 
origins,  for  our  forms  have  remained  exactly  the 
same,  but  the  slavery  (of  our  mind)  at  present 
consists  in  believing  to  emancipate  ourselves  from 
everything,  and  we  are  out  of  the  orbit.  The 
taste — spoilt 

ffi  m  a  / 

From  a  certain  profile  the  Shiva  a^  ^rs  as  a 
fine  crescent. 


What  a  gen'ius  in  this  pride  of  form! 

!fi  ifi  }R 

To-day  that  beauty  in  the  bronze  is  immutable. 
The  imperceptible  movement  of  the  light.  One 
feels  the  immobile  muscles,  all  in  sheaves,  ready 
to  spring  up,  if  the  light  is  displaced 

}Si  }R  \R 

The  shadow  moves  from  place  to  place,  work- 
ing upon  the  master-piece,  giving  it  something 
which  charms:  the  profound  delicacy  coming  from 
that  realm  of  Obscurity — where  it  has  been  rest- 
ing so  long 


Hi 


m 


\R 


TTiat  suggestion  of  modelling!  The  mystic 
haze  of  Form!  As  in  something  divinely  regulated 
there  is  nothing  in  that  form,  rebellious  or  jarring: 


Translaft^iT  fran  the  French  original  by  Prof.  Kali  Das  Nag^ 
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Details  '.om  the  Bronze  Figures  of  Natraja 
Madras  Museum 
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one  feels  e^'erything  in  its  proper  place.  One  com- 
prehends the  rotation  of  the  arms,  in  spite  of  repose, 
by  examining  the  shoulder  blade  by  its  projection, 
the  frame,  the  admirable  fixing  of  the  ribs  taken 
up  by  the  denticulated  muscles  for  holding  fast 
the  shoulder  blade  to  its  service.  And  the  flank 
which  continues  the  trunk  of  the  body,  strangpu- 
lated  here,  squeezed  there,  then  developing  itself 
to  express  the  two  thighs,  two  connecting  rods, 
two  levers,  perfect  angles,  delicate  legs  playing 
on  the  earth 

BEFORE  THE  PROFILE  OF  SHIVA. 

They  are  admirable — the  two  arms  which 
separate  the  iu'east  and  the  abdomen.  That  ges- 
ture can  well  contest  for  superiority  in  graceful- 
ness with  the  gesture  of  the  Venus  de  Medici's 
which  defends  its  charms  by  the  arms,  while  Shiva 
does  the  same  by  an  ingenious  gesture. 

That  shadow  on  the  right  which  separates  the 
torso  in  two  parts  falls  gliding  along  the  thighs, 
one-half  shaded,  the  other  quite  in  clair-obscur 
(light  of  shade)  in  inclined  shadow 

ffi  Hi  Hi 

In  short,  it  is  the  virtue  of  profundity  of  con- 
trast, of  airiness,  of  power  that  counts;  but  of  the 
details  not  a  single  one  of  them  is  good  for  itself; 
they  are  like  veritable  grace-notes  useless  if  they 
are  not  in  relation  with  the  general  movement. 

Those  legs,  of  muscles  elongated,  suggest 
nothing  but  speed. 

The  thighs  are  drawn  together  in  double  caress, 
jealously  enclosing  the  mysterious  darkness;  the 
noble  plane  of  shadow  made  more  conspicuous  by 
the  light  playing  on  the  thighs. 

BEFORE  THE  FACE  OF  SHIVA. 

The  pose  is  well-known,  in  the  opinion  of  the 
artists,  but  there  is  nothing  in  it  that  is  common- 
place; for,  in  the  whole  pose,  there  is  Nature  and 
yet  so  far  hidden  away!  There  is,  above  all,  some- 
thing which  any  and  every  person  camnot  see:  the 
unknown  profundities,  the  foundation  of  Life.  In 
the  elegance  there  is  grace,  above  the  grace  there 
is  the  modelling :  all  approach  very  much  something 
which  one  may  call  sweet,  but  it  is  vigorously 
sweet !     And  then,  the  words  fail  us 

s  »  » 

There  are  the  garlands  of  shadow  hanging 
loose  from  the  shoulder  to  the  haunch  and  the 
thighs  flung  squarely  from  the  hips. 

Hi  S  W 

The  two  legs  with  di£Ferent  light  effects;  that 
thigh  which  casts  On  the  other  leg  an  elongated 
shadow. 

»i  »  w 

Had  there  not  been  an  Inner  modelling,  the 
contour  could  not  have  been  so  plump  and  supple; 
it  vould  have  appeared  dry  and  withered  with  that 
sh  de  on  the  righv.  / 


ON  THE  ALLEGED  BARBAROUS  ART  OF 
SHIVA. 
The  ignorant  man  simplifies  things  and  looks 
at  them  vulgarly;  he  amputates  life  in  the  superior 
art  on  account  of  his  love  for  the  inferior,  the  petty, 
without  taking  account  of  anything.  One  must 
study  a  little  more  in  order  to  get  interested  and 
to  see 

UPON  LOOKING  LENGTHWISE  ON  THE 
HEAD  OF  SHIVA. 
That  inflated  and  projecting  mouth  fuU  of  such 
voluptuous  expressions. 

!fi  W  Hi 

The  tenderness  of  the  mouth  is  in  harmony 
with  that  of  the  eye. 

Bi  ifi  m 

The  lips  like  a  lake  of  delight,  on  whose  border 
breathe  nostrils  so  noble. 

ffi  Sfi  \R 

The  mouth  in  its  humid,  undulated  delicious- 
ness,  sinuous  like  a  serpent;  the  eyes  full  and 
closed — closed  in  a  net  work  of  lashes. 

W  ffi  .  Hi 

The  wings  of  the  nose  on  a  full  plane,  design- 
ed so  tenderly.     The  lips  that  make  words — that 
are  in  motion  when  they  escape ......  such  a  lovely 

serpent  in  movement! 

tfi  Hi  Hi 

The  eyes,  which  have  only  one  comer  to  hide 
themselves  in,  are,  in  the  purity  of  lines  and  tran- 
quility, like  crouching  stars. 

Hi  Hi  Hi 

The  tranquil  atmosphere  of  these  eyes;  the 
tranquil  design;  the  quiet  joy  of  that  tranquility. 

Hi  Hi  Hi 

The  arrest  is  at  the  chin  where  all  the  curves 
converge. 

Hi  Hi  Hi 

The  expression  is  continued  through  the  con- 
verging point  and  returns  in  another  form.  The 
movements  of  the  mouth  lose  themselves  in  the 
cheeks. 

Hi  Hi  Hi 

The  curve  which  starts  from  the  ear,  doubling 
up  a  little  curve  which  draws  out  the  mouth  and 
to  some  extent  the  nostrils;  it  is  a  circle  which 
passes  under  the  nose  and  the  chin  up  to  the  cheek 
bone. 

Hi  Hi  Hi 

.Tbe   re-mounting   cheeks   which   resolve  into 
.^^urves. 

EVER  BEFORE  ELOQUENT  HEAD  OF  SHIVA. 
The  t  ve  rests  in  the  same  place  with  Its  com- 
panion; it  is'  in  a  favourable  shade;  it  Is  divinely 
voluptuous  ano  luminoat. 


J 
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The  closed  eyes,  iyiuggests  the  sweetness  of 
days  gone  by! 

»  »  » 

Those  eyes  designed  as  pure  as  precious  ena- 
mel. 

^       .  !^  ffi 

Those  eyes  in  the  jewel  box  of  eyelids;   the 
arch  of  the  eyebrows  like  that  of  the  sinuous  lips. 

s  s  yi 

The  mouth  a  grotto  of  sweetest  thoughts  but 
a  volcano  for  furies. 

'  !fi  y;  !fi 

The  materiality  of  the  soul  that  could  be  thus 
imprisoned  in  that  captive  bronze  for  many  centu- 


ries; desire  of  Eternity  on  that  mout^i;  the  eyes 
that  will  see  and  speak.  jl 


m 


» 


m 


Ever  and  anon  the  life  breath  comes  and  goes 
through  that  mouth,  Kke  the  bees  entering  and 
flying  away  continually;  sweet  respiration  per- 
fumed. 


!fi 


» 


!fi 


The  lovely  profile  lost  as  a  profile  but  the  pro- 
file where  the  expression  achieves  itself  fully,  sub- 
limates itself,  allowing  the  charm  of  the  reclining 
cheeks  to  merge  itself  in  the  superb  fixing  of  the 
neck 


VI.— THE  PAINTINGS  OF  THE  BAGH   CAVES. 

By  ASITA  KUMAR  HALDAR. 


ART  cfitics  of  the  West  are  extremely 
sceptical  as  to  the  originality  of 
Indian  Architecture,  Sculpture  and 
Painting.  They  generally  assign  a  Greek, 
Egyptian  or  Persian  origin  to  the  relics  of  art 
that  still  remain  in  this  country.  There  was, 
no  doubt,  an  intimate  connexion  in  ancient 
times  between  Indian  art  and  that  of  Greece, 
Egypt  and  Persia,  but  it  does  not  necessarily 
follow  that  art  in  India  is  of  foreign  origin 
or  that  art  was  previously  unknown  in  India. 
That  Indian  art  is  entitled  to  a  definite 
place  in  the  world's  art  cannot  be  fairly  call- 
ed into  question.  Whatever  general  criti- 
cisms may  have  been  offered  by  Western 
critics  on  the  originality  of  Indian  art  none 
has  yet  assigned  a  Greek  origin  to  the  cave 
paintings  of  Bagh  and  Ajanta.  Some  of 
these  critics,  however,  have  supposed  that 
these  paintings  bear  evidence  of  Persian  in- 
fluence. Fergusson  has  been  very  nearly 
led  to  this  conclusion  by  two  pictures 
at  Bagh — one  representing  a  "dancer  and  the 
other  a  horseman  in  Persian  costume. 
He  surmises  that  such  paintings  might 
have  been  introduced  in  the  first  century  of 
the  Christian  era  when  Central  India  was  in- 
vaded by  Scythians  and  Yavans.  Fergusson 
has  foimd  a  close  similarity  in  style  between 
the  Bagh  paintings  and  contemporaify 
Persian  paintings.  But  a  more  recent 
writer,  the  late  Dr.  Vincent  Smith,  speaking 
of  the  Ajanta  paintings,  has  failed  to  arrive 
at    a    definite  conclusion  about  it^    Persian 


origin  as  he  could  not  cite  any  relics  of 
contemporary  fresco  paintings  in  Persia. 
On  the  whole  it  does  not  appear  to  be  reason-  < 
able  to  conclude  from  the  make-up  of  a  few 
figures  in  these  caves  that  they  are  of  Persian 
origin.  Traces  exist  of  the  influence  of 
Buddhist  art  in  countries  to  the  west  of 
India.  The  Buddhist  Stupas  and  images  of 
Buddha  discovered  by  Beglar  near  Ali  Mas- 
jid  in  Afghanistan  show  the  extent  to  which 
Mahayana  Buddhism  had  spread  on  the  west. 
Coins  found  near  that  Stupa  have  been  found 
to  bear  the  name  of  King  Vasudeva  who  is 
mentioned  in  an  ancient  inscription  at  Mut- 
tra.  It  would  appear  that  Afghanistan  was, 
at  some  period  after  the(  reign  of  Asoka, 
under  the  sway  of  King  Vasudeva  of  Muttra. 
Dr.  Vincent  Smith  has  compared  the  Ajanta 
paintings  with  contemporary  Italian  paint- 
ing and  has  quoted  the  opinion  of  Mr. 
Griffiths  in  support  of  his  own  conclusions. 
Dr.  Vincent  Smith  says  : — "  Mr.  Griffiths' 
hearty  appreciation  of  the  Ajanta  frescoes 
is,  in  my  judgment,  just  and  well  deserved 

He  aptly  cites  the  fragment  of  a 

fresco  with  heads  of  nuns  by  Ambrogio  Lo- 
renzetti,  executed  in  the  fourteenth  century, 
and  now  in  the  Sienese  Room  of  the  Nation- 
al Gallery  as  being  singularly  like  the 
Ajanta  work  in  colour,  execution  and  treat- 
ment; the  forms  being  drawn  with  a  delicate 
brown     outline,     and     the  s     nr;-:^ 

drapery  faultly  put  in  wi*'  un:  : 

ling."     Fergusson  also  in^tiiutea  r..  &utf)  Jar 
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comparisJh  and  he  has  assigned  a  higher 
place  to  th  e  Ajanta  pictures  as  compared  with 
the  paintings  prior  to  Orcagna,  the  Italian 
Painter  of  the  fourteenth  century,  or  even 
Fra  Angelico  in  the  fifteenth  century.  Mr. 
Havell,  too,  has  noticed  some  similarity  be- 
tween the  picture  of  a  Madonna  painted  by 
Giovanni  Bellini  in  the  fourteenth  century 
with  the  representation  of  Buddha  in  the  pre- 
sence of  a  mother  and  her  son  (picture  repre- 
senting a  scene  probably  of  Buddha  begging 
before  his  wife  and  son  Rahula)  in  Ajanta 
cave  No.  XVII,  which  was  painted  in  the 
seventh  century.  (See — Smith's  History  of 
Fine  Art  in  India  and  Ceylon.)  It  is  reason- 
able to  infer  that  Indian  painting  had  made 
a  considerable  advance  long  before  any 
progress  had  been  made  in  that  art  in  Europe. 
The  excellent  representations  of  horses, 
elephants  and  human  figures  as  pictured 
in  the  Bagh  paintings  are  such  as  to  serve  as 
^models  for  painters  in  other  countries  at  a 
much  later  age.  It  would  appear  that 
Indian  art  had  made  itself  felt  so  far  away 
as  Khotan,''  Tarfan^  in  Central  Asia. 

Mural  painting  adorns  its  sister  art  archi- 
tecture and  it  can  be  judged  by  its  design  and 
in  its  structural  unity  with  its  architectural 
environments.  To  uhderstand  Indian 
fresco  it  must  be  seen  in  the  space  which 
it  occupies,  but  the  fresco  paintings  of  the 
Italian  Renaissance  can  be  quite  as  well 
understood  when  taken  out  of  its  archi- 
tectural surroundings. 

It  has  been  ascertained  that  it  was  only 
at  Pompeii  that  the  art  of  painting  had 
attained  a  high  degree  of  perfection  contem- 
poraneously with  those  of  Ajanta  and  Bagh. 
But  the  technique  of  those  paintings  has 
nothing  in  common  with  that  of  India.  The 
paintings  of  Pompeii  are  defective  in  perspec- 
tive. "  In  the  Pompien  landscape  piece  of 
*  Paris  on  Mount  Ida  '  there  is  no  sense  of  the 
relative  proportions  of  objects,  and  a  cow  in 
the  foreground  is  much  smaller  than  Paris, 
who  is  a  longway  back  in  the  composition. 
There  is  a  good  deal  of  resemblance  between 
the  pictures  of  India  with  those  of  China 
and  Japan.  It  has  been  ascertained  that 
B:.  -  .'^hist  art  spread  to  those  countries  along 
with  Buddhist  religion. 


\ncient  Khotan  by  M.  Aurel  Stein. 
'2unting  in  the  Far  East,  2nd  Ed.,  P. 


90. 


The  mural  paintings  in  the  temple  of 
Horiuji  (708—715  A.D.)  are  quite  Indian  in 
character,  recalling  the  frescoes  of  the  cave- 
temples  of  Ajanta  in  their  grand,  strongly 
outlined  figures  and  in  the  feeling  for  charac- 
ter and  life  which  they  reveal.^  Besides  those 
of  Japan  and  China  paintings  of  the  old  Bud- 
dhist Mahayana  period  have  been  discovered 
on  the  mud  walls  of  houses  in  Central  Aria 
and  Turkestan;  as  these  paintings  lay  buried 
in  the  sands  of  the  desert  they  have  not 
suffered  much  damage.  Some  say  that 
Mahayana  Buddhism  was  introduced  four 
hundred  years  after  the  birth  of  Buddha  by 
Nagarjuna  of  Berar.  Mahayana  Buddhism 
assumed  the  aspect  of  Hinduism  as  it  got 
mixed  up  with  Tantric  and  idolatrous  rites. 
This  accounts  for  fact  that  in  Khotan,  Mee- 
ran,  Turfan  and  other  places  in  Central  Asia, 
(Chinese  Turkestan)  figures  of  Ganapati 
and  other  Hindu  deities  appear  in  the  ancient 
paintings  alongside  the  figure  of  Buddha.  It 
appears  that  a  curious  amalgam  was  found  in 
Central  Asia  by  mixing  up  art  forms  of  India 
across  the  Himalaya  on  the  south  with  those 
of  China  on  the  east.  It  is  said  that  in  Egypt, 
long  before  its  occupation  by  the  Greeks, 
there  prevailed  a  system  of  painting  on  a 
previously  prepared  ground  similar  to  the 
practice  in  vogue  in  ancient  India.  The 
European  system  of  pictorial  groundwork  is 
entirely  different  from  that  of  India.  In 
India  two  kinds  of  groundwork  are  generally 
met  with.  Stone  walls,  in  the  first  instance, 
made  as  smooth  as  possible  and  then  a  prim- 
ing consisting  of  a  well-prepared  mixture  of 
cowdung,  earth  husks  of  paddy  or  decompos- 
ed jute  (in  the  Bagh  frescoes  decomposed 
fibres  of  wood  have  been  found),  is  laid  on 
the  surface  of  the  stone  to  the  thickness  of 
half  an  inch  and  sometimes,  in  order  to 
remove  any  unevenness,  to  the  extent  of  two 
to  three  inches.  In  painting  the  ceilings  the 
walls  were  left  uneven.  Finally,  the  earthen 
priming  was  covered  over  with  a  thin  layer  of 
semi-liquid  earth,  strained  through  some  fine 
linen.  After  all,  on  the  surface  thus  pre- 
pared, a  white  paint  (consisting  not  of  lime, 
but  probably  of  chalk  or  powdered  conch 
shells)  was  applied  very  thinly  two  or  three 
times.     The    second    and   subsequent   coats 

1.    Paiijting  in  the  Far  East,  2nd  Ed.,  P.  98. 
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were  only  applied  after  the  first  and  other 
coats  were  perfectly  dry.  It  appears  that 
after  the  ground  had  been  prepared  in  this 
manner  it  was  left  to  dry  perfectly  and  then 
rendered  smooth  by  means  of  conch  shells  or 
a  polished  stone.  In  the  other  style  of  prepar- 
ing the  ground  no  earth  was  applied  to  stone 
v/alls.  Two  or  three  coats  of  thin  white  paint, 
appearing  like  the  shell  of  an  egg,  were  ap- 
plied to  stone  walls  to  serve  as  ground  work 
for  paintings.  We  have  observed  such  plas- 
tering  in  Central  India  in  paintings  of  the 
second  century  B.  C,  found  in  the  Ramgarh 
caves  in  the  State  of  Surguja.  Fresco  of 
this  description  is  met  with,  in  very  rare  in- 
stances, at  Ajanta  and  Bagh.  In  the  verandah 
of  the  Rangmahal  cave  and  in  cave  No.  Ill 
a!:  Bagh  the  ground  on  which  the  pictures  are 
painted  is  so  brick-red  in  colour  as  to  be  mis- 
taken for  powdered  brick,  but  we  have  seen 
the  hill  from  which  the  red  earth  used  for 
the  purpose  was  obtained  and  is  still  avail- 
able in  immense  quantity.  On  the  surface 
of  some  broken  columns  in  Bagh  Cave  No.  IV 
and  in  other  caves  in  which  the  ornamental 
work  on  the  columns  has  been  damaged  we 
noticed  the  use  of  sand  and  lime  plastering 
which  appear  to  be  very  old.  It  may  be  m- 
ferred  from  this  that  the  use  of  sand  and 
lime  plastering  has  been  known  in  India  since 
the  eighth  century.  In  Italy  two  kinds  of 
ground  painting  were  known — one  was 
known  as  Fresco  Secco  and  the  other  Fres- 
co Buonos  or  Pure  Fresco.  The  first  was 
a  dry  process  and  the  second,  a  wet  fresco 
process. 

It  is  mentioned  in  an  old  Italian  book 
regarding  Albaria-Opera  or  the  mode  of 
preparing  the  ground  for  paintings  that  at 
first  afru/  lissattio  or  rough  cast  was  made 
of  sand  and  lime  and  then  well-strained  lime 
and  sand  (powdered  marble  also  was  used) 
were  applied  on  its  surface.  The  successive 
coatings  of  sand  and  lime  were,  accord- 
ing to  the  practice,  applied  before 
the  preceding  ones  had  completely  dried 
up.  The  sand  and  lime  was  strained 
through  a  fine  medium  before  the  applica- 
tion of  intonaco,  the  final  coat  of  plaster. 
Cannino  in  his  book  mentions  the  proportions 
used  in  mixing  sand  with  lime.  According 
to  him  one  part  lime  should  be  mixed  with 
two  parts  of  sancl.    The  German  proportion 


of  mixing  was  one  part  of  lime  with  three 
parts  of  sand.  As  soon  as  the  giround  was 
completed  a  coat  of  work,  resin  and  oil  was 
anointed  and  driven  in  by  heat  and  then 
polished  till  the  surface  shines  like  mirror. 
After  the  completion  of  the  ground  work 
the  surface  was  constantly  kept  moist  by  fre- 
quent application  of  lime  water  and  then 
pictures  were  drawn  with  colours.  It 
would  be  impossible  to  draw  pictures  if  the 
surface  was  left  unused  and  exposed  to  at- 
mospheric influences  for  any  length  of  time. 
On  account  of  this  the  Italian  painters  used 
to  prepare  only  as  much  ground  as  they 
could  make  use  of  in  the  course  of  a  single 
day.  This  is  why  the  separating  lines  of 
their  daily  work  can  be  detected  in  the  Italian 
frescoes  under  close  examination. 

The  process  of  drawing  pictures  while 
the  fresco  was  wet  was  called  Fresco  Buono 
or  wet  process.  The  process  of  drawing  pic- 
tures after  the  completion  of  the  ground  and. 
application  of  lime  water  on  the  thorough- 
ly dried  surface  was  called  Fresco  Secco  or 
dry  process.  It  is  the  characteristic  of  the 
Europeem  ground  for  painting  that  work  is 
rendered  impossible  if  the  fresco  dries  up 
completely.  As  the  ancient  Indian  ground 
for  painting  was  made  of  earth  it  required  no 
preliminary  drenching  process  for  painting 
work.  Herein  lies  the  real  difference  between 
the  European  and  Indian  methods  of  fresco 
paintings.  In  Europe,  colours  were  made 
chiefly  with  three  kinds  of  adhesive  sub- 
stances— size  tempera  or  colour  made  of  gum 
from  size,  egg  tempera  or  colour  mixed 
with  yolk  of  an  egg;  and  wax-tempera  or 
colours  made  with  wax — were  in  constant  use. 
In  Indian  painting  the  gum  or  mucilage  from 
Bel  and  Neem  trees  and  mucilage  from  the 
tamarind  seed  are  used  as  adhesive  substance 
with  paints.  It  is  difficult  to  find  out  the 
exact  kind  of  mucilaginous  substance  act- 
ually used  in  the  Bagh  paintings.  There  are 
pictures  in  the  verandah  of  cave  No.  IV 
(Rangmahal),  the  roof  of  which  has  com- 
pletely given  way.  These  paintings  have 
withstood  the  inclemencies  of  the  seasons  for 
nearly  a  thousand  years.  Sir  W.  Richmond 
has  experimented  with  a  painting  done  with 
the  yolk  of  an  egg  by  exposing  it  to  atmos- 
pheric influences  for  a  period  of  six  months, 
with  the  result  that  the  oicture  did  not  suf  or 
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any  damage.  (Encyclopaedia  Britannica, 
Painting.)  We  have  heard  from  the  local 
painters  ot  Bengal  and  Orissa  that  the  use 
of  gum  prepared  from  tamarind  seeds 
makes  the  paintings  improve  with  age.  These 
painters  have  been  practising  their  craft 
from  generation  to  generation  for  three  or 
four  hundred  years  and  the  pictures  drawn 
and  handed  down  by  their  forefathers  testify 
to  their  statements.  Nowhere  were  animal 
or  vegetable  colours  used  in  fresco  painting. 
Colours  produced  from  stone,  mineral  sub- 
stance and  earth  were,  however,  constantly 
used  for  that  purpose.  In  the  Indian  fresco 
paintings  at  Bagh  and  Ajanta,  etc.,  yellow 
ochre,  chalk,  various  kinds  of  red  ochre,  ter- 
raverte  or  green  earth,  black,  earth  of  grey 
and  many  other  colours  and  sapphires  (lapis 
lazuli)  are  found  to  have  been  used.  In  the 
paintings  at  Bagh  traces  of  lac-dye  are  often 
met  with.  In  the  ancient  Sinhalese  paintings 
blue  colours  are  absent  and  yellow  colours 
'are  rare.  Some  colours  were  obtained  by 
mixing  different  colours.  The  composition  of 
the  Bagh  paintings  consists  like  that  of  the 
Ajanta  paintings  of  a  close  combination  of 
different  objects  and  yet  it  is  very  attractive. 
The  composition  of  a  Nautch  picture  in  Bagh 
is  circidar.  The  movements  of  the  dance 
have  been  vividly  depicted  by  the  inclination 
of  the  heads  of  the  dancing  girls  each  in  oppo- 
site directions.  The  thickness  of  the  crowd 
in  a  procession  of  elephants  and  horses  has 
been  intensified  by  drawing  them  very  close 
together.  There  is  a  picture  of  a  Mahout 
in  repose  showing  the  man  while  driving  the 
elephant  in  a  procession  lying  leaning 
towards  the  animal's  head  with  his  head  rest- 
ing on  his  hands.  It  would  seem  that  if  the 
Mahout  had  been  shown  in  a  sitting  posture 
his  head  could  not  be  represented  in  the  pic- 
ture which  was  drawn  close  to  the  ceiling. 
This  defect  in  the  pose  has  been  so  cleverly 
manipulated  as  to  defy  detection  except  on 
very  close  scrutiny.  There  is  no  doubt  that 
the  Bagh  painters  were  quite  conscious 
of  the  rhymic  balance  in  the  composition 
of  their  paintings.  The  fragments  surviving 
on  the  walls  of  the  verandah  of  cave  No.  IV 
(Rangmahal)  were  drawn  in  two  different 
styles.  Besides  these  there  are  paintings  in- 
side the  same  cave  and  in  Cave  No.  Ill  which 
disclose  somewhat  different  style  and  treat- 


ment The  pictures  on  some  portion  of  the 
verandah  in  cave  No.  IV  seem  to  be  the 
handiwork  of  master  artists,  while  those  in 
another  part  of  the  same  verandah  seem  to 
belong  to  different,  if  less  skilled,  hand. 
In  the  Ajanta  paintings,  too,  there  are  ample 
indications  that  they  are  the  works  of 
different  painters  in  each  cave.  The  paint- 
ings of  the  Rangmahal  in  Bagh,  which  are 
still  in  a  comparatively  good  state  of  preser- 
vation, are  works  of  a  markedly  high  order 
as  regards  their  composition  and  style.  The 
painters'  skill  which  characterises  the  Ajanta 
frescoes  is  wanting  in  the  Bagh  paintings. 
These  latter  with  their  light  and  shade  and 
thin  colour  contrasts  remind  us  of  the  later 
famous  Italian  paintings  of  the  fifteenth 
century.  It  -is  not  yet  known  if  there  was 
any  painting  in  Europe  or  in  any  other  part 
of  the  world  (Pompeii  excepted)  coeval 
with  that  of  Bagh,  so  far  advanced  in  techni- 
que. The  folds  in  elephant's  trunk  and  soft 
portions  of  its  neck  havp  been  so  skilfully 
stippled  that  it  is  difficult  to  imagine  an  artist, 
at  such  an  early  period,  producing  such 
works.  The  shading  of  the  legs,  the  body 
and  the  mucles  of  horses  is  rendered  with 
such  delicacy  as  to  stand  comparison 
with  the  comparatively  recent  works  of 
Rambrandt.  In  short,  a  closer  examination 
of  the  works  of  the  old  Indian  Artists  would 
go  to  show  that  they  were  fully  acquainted 
with  the  technique  of  paintings  for  which 
credit  is  usually  given  to  modem  painters. 
The  decorative  painting  in  cave  No.  IV  bears 
testimony  to  the  skill  of  the  painters  in  draw- 
ing lines  of  the  utmost  firmness  and  delicacy. 
Out  of  the  nine  caves  in  Bagh  that  can  be  in- 
spected two  have  decayed  through  the  effects 
of  time  and  are  likely  in  the  course  of  a  few 
hundred  years  to  be  wiped  out  of  existence. 
Of  the  remaining  seven  caves  remnants  of 
damaged  frescoes  exist  only  in  caves  Nos.  Ill 
and  IV.  In  one  or  two  of  the  caves  the  plas- 
tering for  ground  work  and  traces  of  colour- 
ing matter  on  the  columns  are  only  visible 
here  and  there.  In  the  centre  and  side  of  the 
ceiling  of  the  wall  of  cave  No.  II  decorative 
work  in  the  form  of  panels  of  lotus  flowers 
are  painted.  At  present  the  whole  place  has 
been  darkened  by  smoke  from  the  incense- 
pots  of  the  Sanyusis  who  have  made  it  their 
abode.     Some  decorative  designs  exist  on 
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the  ceiling  of  the  verandah  adjoining  the 
hall  of  cave  No.  III.  On  one  side  there  is  the 
figure  of  a  girl  in  a  stooping  posture  engaged 
fanning  with  a  fly  whisk  on  one  side  of  the 
door-way,  one  another  side  only  the  face  of 
a  girl  is  visible.  Within  the  room  there 
existed  at  one  time  a  representation  of  the 
Buddha  in  the  posture  known  as  Padmasana 
and  with  an  umbrella  overhead  encircled 
by  an  aureole.  All  that  remains  now  are  por- 
tions of  the  feet  of  the  Buddha,  a  portion  of 
the  aureole  and  umbrella.  The  other  por- 
tions have  all  worn  away.  A  desciple  of  the 
Buddha  is  represented  with  an  incense  carri- 
er beside  one  of  the  figures  of  the  Buddha. 
There  was,  in  the  central  wall  of  the  room,  a 
gigtmtic  representation  of  the  Buddha  stand- 
ing, with  figures  on  either  side  of  lions  riding 
on  elephants  to  represent  a  throne.  Grounds 
had  been  evidently  prepared  in  some  of  the 
rooms  adjoining  this  room  of  cave  No.  Ill, 
but  we  found  no  paintings  worth  speaking 
of. 

In  front  of  th«  entrance  to  the  Rang- 
mahal  (in  cave  No.  IV)  there  are  thirty-five 
pictures  of  Buddha  in  meditation  (each  about 
five  inches  in  height)  in  seven  rows  five  in 
each  row.  Lotus  petals  in  the  shape  of 
aureoles  adorn  these  very  much  in  the  style 
of  the  back  ground  against  which  the  tem- 
porary images  of  gods  and  goddesses  in 
Bengal  are  set.  These  are  apparently  the 
handiwork  of  one  and  the  same  artist.  This 
kind  of  images  painted  daily  by  the  lay 
worshippers  are  still  in  vogue  in  Japan, 
China  and  Tibet. 

There  is  a  coloured  ornamental  scroll 
round  the  hall  of  the  Rangmahal  about  six 
feet  in  width.  It  consists  principally  of 
black,  white,  yellow  and  green  colours. 
On  a  column  in  the  hall  there  are  figures 
which  look  as  if  seated  on  boats.  The 
raised  portions  of  these  boats  look  like 
human  arms,  so  that  figures  have  the  appear- 
ance of  being  four  armed.  These  figures  are 
drawn  in  black  and  white.  They  are  now 
in  a  state  of  utter  decay.  Beneath  the  ceil- 
ing ornamental  paintings  of  flowers,  fruits 
and  birds  appear  on  separate  panels.  The 
roof  has  completely  given  way.  The  ceil- 
ing of  this  cave  was  at  one  time  adorned 
with  decorative  designs.  More  skill  in 
-drawing  than  the  colouring  is  evidenced  by 


After  a   tracing 
from  a   fresco  in 
the   Bagh  Caves. 
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the  pictures  inside  the  caves.     Just  above 
the  first  entrance  there  is  a  picture  of  a  man 
squatting  on  the  ground  inside  a  walled  en- 
closure with  his  hand  resting  on  one  of  his 
knees  which  is  raised  while  the  other  leg  lies 
stretched    on    the    ground.     Close  by  there 
stands  the  figure  of  a  girl  in  a  bannana  garden 
looking  backward  with  one  arm  akimbo,  and 
the    other    hand  supporting  her  chin.     Just 
above  this  is  the  figure  of  a  man  lying  pros- 
trate.    Only  a  portion  of  the  face  of  a  queer 
looking  man    appears    in    another    picture. 
On  one  side  of  this  on  the  wall  close  to  a 
'door  there   are 
rounded  repre- 
sentations     of 
hills   in  yellow 
and    red,     sur- 
mounted  by    a 
garden.       Two 
or    three    men 
appear    in    the 
gardens   at  the 
foot      of       the 
hills  ;  there  are 
faces  of  girls  ; 
the  other  parts 
of        whose 
figures  are  com- 
pletely obliter- 
ated.    There  is 
another       wall 
close  by.     Near 
thiswall  there  is 
a  slightly  raised 
ground,  with   a 
man       wearing 
coat  (apparent- 
ly   a     common 
person)     squat- 
ting with  his  head  resting  on  his  cheek  in  an 
attitude  of     contemplation.     Alongside  this 
there  is  the  figure  of  a  man  who  looks  like 
an  ascetic  seated  on  a  bench  with  his  hands 
tlasped  together.     The  expression  is  serious 
and  devotional.     At  the  feet  of  this  man  there 
sits  a  pigmy  who  is  apparently  a  valet.     On 
the  top  of  the  next  door-way  there  is  a  figure 
of  a  dark  girl  seated  on  a  striped    cushion 
with  another  figure  in  front  of  her  seated  on 
a  bench  apparently  discussing  some  serious 
topic.     The  loveliness  of     the     dark  girl's 
colour  is  indescribable.       This  picture  sets 
forth    as     nothing    else    can    the    exquisite 


beauty  which  may  be  associated  with  a 
swarthy  skin.  On  another  side  of  the  door 
there  is  a  girl  in  the  act  of  plucking 
something  from  a  tree.  Close  to  her  are 
visible  portions  of  the  face  and  hand  of 
another  girl.  The  background  of  this 
picture  has  been  represented  somewhat  in 
the  shape  of  hills  and  clouds.  The  hills  are 
arranged  like  so  many  brick-kilns  just  as  in 
the  case  of  the  Ajanta  paintings.  Two  or 
three  black  faced  monkeys  appear  on  the  top 
of  the  hills.  In  the  space  at  the  middle  of 
two  door-ways  amongst  the  pictures  al- 
ready mention- 
ed there  is  a 
colossal  figure 
of  a  divine 
Dwarapala  or 
heavenly  porter 
wearing  a  coro- 
ne  t .  This 
figure  seems  to 
have  b  e'e'n 
,1  drawn  very 
much  in  the 
style  of  the 
two  heavenly 
porters  in  the 
cave  -  paintings 
on  either  side 
of  the  walls  in 
Ajanta  cave 
No.  1.  The  two 
Ajanta  pictures 
have  been  sup- 
posed to  repre- 
sent Buddha's 
great  renuncia- 
tion.' Although 
this  figure  at 
Bagh  can  only  be  indistinctly  seen  on  wet- 
ting the  surface  with  water  there  can  be  no 
manner  of  doubt  as  to  its  being  there.  The 
size  of  the  heavenly  porter  (Divine  Dwara- 
pala) as  at  Ajanta,  is  nearly  twice  the  size  of 
ordinary  men.  Close  to  this  figure  there  is 
a  royal  personage  lost  in  deep  meditation  and 
close  to  it  there  are  figures  of  two  peacocks 
amidst  clouds  on  a  hill.  It  is  probable  that 
this  is  intended  to  convey  an  idea  of  paradise. 
Just  on  top  of  the  head  of  the  porter  there 
are  Rinnan's  or  celestial  choristers  with  bird- 
like feet,  playing  on  an  instrument  like  the 
setar.     It  may  be  inferred  from  all  this  that 
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it  was  intended  to  show  that  the  caves  were 
under  the  protection  of  the  gods  and  angelic 
beings. 

We  could  only  decipher  the  pictures 
mentioned  above  after  we  had  been  in  the 
Bagh  caves  for  a  month  constantly  engaged 
in  the  examination  of  pictures  (while  copy- 
ing) after  moistening  them  with  water.  A 
reference  to  my  article  on  the  Bagh  caves  in 
the  Prahasi  for  (Beng.)  1324  will  show 
the  difficulty  that  is  experienced  in  decipher- 
ing the  paintings.  I  could  not  at  that  time 
adequately  describe  the  pictures  although 
I  had  personally  inspected  them. 

These  are  in  existence  on  a  space  about 
fifty  by  seven  feet  in  a  part  of  the  verandah 
between  cave  No.  IV  Rangmahal  and  the 
door  of  cave  No.  V.  The  manner  and  sequ- 
ence of  events  as  depicted  in  the  closely  con- 
nected paintings  leave  no  room  for  doubt  that 
these  paintings  are  intended  to  describe  some 
particular  historical  event.  We  have  com- 
pared them  with  3uddhist  Jatakas  and  we 
found  that  they  may  agree  in  part  only  but 
not  completely  with  some  of  those  stories. 
We  were  able  to  copy  pictures  in  this  block. 
The  first  scene  in  it  is  that  of  a  sorrowing 
queen  and  her  chamber  maid,  the  next  is  a 
meeting  between  two  princes  and  two  visi- 
tors, the  next  picture  represents  some  flying 
Buddhist  monks,  then  follow  two  pictures 
showing  some  dancing  girls,  dancing  along 
with  two  dancers  wearing  Persian  costume. 
The  next  shows  a  procession  of  royal  per- 
sonages and  soldiers  mounted  on  horses 
and  elephants  and  lastly  there  is  a  monk 
squatting  under  an  Asoka  tree  in  a  garden  or 
a  park  (aram).  The  whole  is,  in  this  man- 
ner, worked  out  as  a  panorama.*  Although 
theoIdSinhalesebookcalledtheMa^ai^amsQ 
ik  full  of  impossible  legends,  it  undoubtedly 
gives  some  impression  of  the  manners  and 
customs  and  the  mode  of  worship  prevalent 


*  The  original  copies  executed  by  Messrs. 
N.  L.  Bose,  S.  N.  Kar  and  AtuI  Das  (in  Jan.  Feb. 
I92I)  can  be  seen  at  the  Gwalior  Darbar  and  the — 
replicas  are  at  the  Kalabhavana,  Santiniketam.  Un- 
fortunately we  could  not  secure  necessary  permis- 
sion from  the  Gwalior  Darbar  to  adequately  iOas- 
trate  this  article.  Illustrations  are  given  by  the 
writer  from  his  sketches  done  in  Feb.  1917  during 
his  first  visit  to  the  caves. 


in  the  ancient  period.  The  references  contain- 
ed in  the  Mahavamsa  to  the  traditions,  c«s- 
toms  and  other  matters  relating  to  the 
Buddhist  period  in  India  agree  in  various 
points  with  the  pictures  at  Ajanta,  Bagh 
and  other  places.  On  festive  occasions,  when 
the  Buddhist  kings  used  to  go  out  in  State 
procession  with  their  full  retinue,  it  wais  cus- 
tomary for  bands  of  well-dressed  dancing 
girls  and  troops  of  musicians  to  go  with 
them.  The  dancing  women  had  their  hair 
bedecked  with  costly  omsuments  auid  flowers. 
In  the  Bagh  and  Ajamta  paintings  dancing 
girls  are  shown  with  their  heads  similarly 
decked  out.  The  royal  procession  depicted 
in  the  Bagh  paintings  show  stylishly  dressed 
women  with  drums  slung  from  their  necks 
mounted  on  elephants,  corresponding  to  the 
accounts  contained  in  ti\e Mahavamsa.  The 
Bagh  paintings  contained  representations  of 
monk  or  holy  men  flying  in  the  midst  of 
clouds.  According  to  the  Mahavamsa  Ar- 
hants  or  Buddhist  monks  used  to  fly  through 
the  air  in  order  to  display  their  superhu- 
man powers.  The  picture  at  Bagh  of  a  holy 
man  in  a  garden  would  appear  to  represent  a 
picture  of  some  Raj  Guru  or  Preceptor  of 
Royalty  in  the  Royal  aram  or  park  as  men- 
tioned in  the  Mahavamsa.  Among  the  pic- 
tures representing  singing  and  dancing  the 
two  figures  of  men  in  Persian  dress  seem  to 
be  wearing  wigs  and  they  do  not  appear  to  be 
dancing  in  harmony  with  the  soft  steps  of 
the  dancing  girls,  but  to  be  indulging  in  a 
wild  unrythmic-caper  much  in  the  style  of 
the  Afghan  hill-men  of  the  present  day. 
There  are  allusions  in  the  Mahavamsa  to 
such  mimic  dancers  in  connection  with  royal 
festivities.  In  the  pictures  of  processions 
at  Bagh  men  are  represented  as  having  their 
hair  tied  in  a  knot  behind  and  wrapped  with 
chintz  cloth.  I  have  not  come  across  in  the 
other  paintings  at  Bagh  or  elsewhere  any 
similar  figure  of  men  with  feminine  coiffure. 
The  figures  on  the  railing  at  Sanchi  repre- 
sent men  with  their  knot  of  hair  wrapped 
with  cloth,  but  these  are  not  in  the  same 
style.  At  Sanchi  the  knots  of  plaited  hair  are 
tied  in  a  knot  on  the  top  of  the  head  in  Sikh 
fashion.  While  describing  a  Stupa  there  are 
references  to  sukhakama  or  plsister  work, 
Kankuttiiaka  or  gold  and  silver  painting  and 
Pancangulike-patika  or  a  kind  of  ornamental 
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design.  We  did  not  find  in  the  paintings 
of  Ajanta  such  perfect  and  spirited  repre- 
sentation of  horse  flesh  as  those  in  the 
pictures  of  processions  at  Bagh.  These  are 
such  as  to  remind  one  of  the  life-like  animals 
drawn  by  the  great  modern  artist  Landseer. 
The  pictures  of  elephants  are  drawn  as  bold- 
ly as  those  at  Ajanta.  There  are  pictures 
of  ducks  among  the  decorative  avian  pictures 
on  the  ceiling.  Besides  these  there  are 
pictures  of  the  common  blue  local  pigeons 
and  of  peacocks  exquisitely  drawn.  The 
picture  of  the  peacock  has  been  damaged. 
The  colour  effect  displayed  in  painting 
local  pigeons  is  exquisite.  Prototypes  of 
these  pigeons  are  still  to  be  found  nesting  in 
the  caves.  It  is  not  unlikely  that  they  were 
there  even  in  those  far  away  times. 
Amongst  articles  of  furniture  and  other 
articles,  saddlery,  bows,  decorated  scabbards, 
howdas  with  striped  frills  of  pearls,  various 
kinds  of  musical  instruments  and  chintz 
coats  are  all  represented  in  the  Bagh  paint- 
ings. In  the  Ajanta  painting  too  there  are 
pictures  of  men  with  chintz  coats.  A  kind  of 
cloth  with  a  design  of  ducks  bears  re- 
semblances to  a  specimen  existing  at  Ajanta. 
Floral  decoration  for  the  head,  varieties  of 
bangles,  necklaces  of  round  pearls  set  with 
gems  are  to  be  seen.  The  royal  diadems 
with  ornamental  frills  of  pearls,  necklaces 
worn  by  royalty  and  ornaments  resembling 
the  Bramhanical  thread  like  those  to  be  seen 
at  Ajanta  abound  in  the  Bagh  caves.  The 
royal  cushions  and  bolsters  are  also  drawn 
in  the  fashion  of  the  Ajanta  paintings.  From 
the  fragment  of  an  inscription  found  in  one 
of  the  caves,  as  read  by  Mr.  R.  D.  Banerjee, 
it  appears  that  a  certain  Buddhist  lay  wor- 
shipper or  Upasaika,  named  Harideva,  drew 
these  paintings  or  decorated  the  caves  with 


these  paintings  with  the  help  of  painters  in 
order  to  earn  spiritual  merit. 

It  would  appear  from  the  accounts  left 
by  earlier  visitors  to  these  caves  that  they 
regarded  the  task  of  copying  these  pictures 
as  an  impossibility  (See  Major  C.  E.  Luard's 
account  of  the  Bagh  caves,  Indian  Antiquary, 
August  1910).  The  paintings  can  be  seen 
only  by  constantly  saturating  them  with 
water.  It  is  a  task  which  calls  for  the  exer- 
cise of  patience.  The  people  about  the 
place  are  utterly  ignorant  of  the  significance 
of  these  paintings  and  many  of  them  have 
thought  of  acquiring  merit  by  scribbling 
their  names  on  the  paintings  on  the  shrine 
of  "  Panch  Pandu "  (as  they  have  named 
the  Bagh  caves),  while  some  have  scraped 
out  from  time  to  time  portions  of  the  colour- 
ing matter  from  the  walls  of  the  shrine.  We 
examined  a  small  broken  portion  of  the 
paintings  by  applying  paddy  starch  and  we 
were  glad  to  find  that  this  method  rendered 
the  paintings  more  clear  to  the  eye  and  gave 
them  a  sort  of  polish  without  producing 
any  injurious  effect.  It  is  desirable  that 
further  experiments  should  be  made  by 
some  expert  with  this  process.  Although 
the  paintings  at  the  Bagh  caves  are  not 
earlier  than  the  late  works  at  Ajanta,  the 
nature  and  style  of  the  paintings  very 
intimately  follow  those  at  Ajanta.  This 
will  be  apparent  if  we  compare  the  drawing 
here  reproduced  in  the  plate  opposite  with 
many  similar  figures  at  Ajanta.  The 
languid  grace  and  the  general  type  of  the 
pose  of  the  figure  easily  recall  the  conven- 
tions of  the  artists  of  Ajanta.  The  Bagh 
paintings  are  the  direct  descendants  of  the 
School  of  Ajanta.  They  are  supposed  to 
have  been  executed  between  the  middle  of 
the  sixth  and  that  of  the  seventh  century. 


VII.  KODANDA  RAMA. 

By  K.  N.  SITARAM. 


THE  Statuette  of  Kodanda  Rama  (lit.) 
"  Rama  with  the  bow  "  (though  the 
figure  here  does  not  actually  carry 
the  bow),  which  is  here  reproduced  by  the 
kind  courtesy  of  Thakurji  Shri  Jesraj  Singh 
Seesodia,  is  likely  to  interest  the  readers  of 


"  Rupam,"  not  only  on  account  of  its  many 
unique  qualities,  but  also  on  account  of  its 
interesting  history.  It  first  came  into  the 
possession  of  the  Ranas  of  Udaipur  in  the 
fifteenth  century.  Maharana  Kumbha 
(1433-^1468)  is  said  to  have  brought  over  this 
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image  when  he  returned  from  his  pilgrimage 
to  the  Southern  Indian  shrines  and  it  was 
given  a  place  of  honour  in  the  royal  temple 
of  worship  (puja-mandir)  of  the  Seesodias. 
The  memory  of  this  pilgrimage  may  perhaps 
be  still  connected  with  the  yet  surviving 
families  of  Brahmins  from  Southern  India 
who  settled  at  Udaipur  and  who  fulfil  the 
offices  of  priests  and  '  paurinikas '  (reciters 
of  holy  legends).  In  many  other  ways,  a 
religious  connection  between  Udaipur  and 
Southern  India  can  be  established  from 
quite  early  times.  Anyhow,  this  interesting 
work  of  art  has  descended  as  a  family  heir- 
loom through  many  generations  and  it  is 
now  in  the  possession  of  the  Thakurji,  who 
is  the  eighteenth  in  descent  from  the  cele- 
brated Rana  Kumbha,  and  is  an  enthusiastic 
student  and  connoisseur  of  Indian  Art. 

The  whole  figure  is  24  inches  in  height, 
with  the  pedestal  which  is  six  inches  from 
the  ground,  so  thai  the  figure  itself  is  not 
more  than  eighteen  inches.  As  is  the  case 
with  Southern  Indian  statues,  it  is  cast  in 
solid  bronze  and  weighs  about  sixty  pounds 
which  make  it  rather  difficult  to  lift  the 
figure  about.  The  length  of  the  horizontal 
line  joining  the  end  of  the  right  arm  hanging 
down  (*  prolamba  hasta ')  and  the  perpendi- 
cular line  joining  the  end  of  the  raised  left 
arm  is  about  eight  inches.  Both  the  figure  and 
its  pedestal  are  hollow  inside  and  when  tapped 
gently  gives  a  pleasant  metallic  sound.  It 
is  cast  in  bronze,  an  amalgam  of  five  metals 
technically  called  the  *  pancha  loha.'  It  is  of 
a  pale  chocolate  colour  deepening  into  black 
m  some  places  and  belongs  to  the  '  trivanga  * 
(lit.  thrice  bent)  variety  of  images.  Even 
up  to  the  present  day  in  Southern  India, 
where  image  making  is  still  a  living  craft, 
though  slowly  dying  out,  the  images  of 
Rama  are  generally  given  a  dark  tint,  to  ap- 
proximate as  closely  as  possible  to  the  con- 
ventional complexion  attributed  to  the  hero 
which  is  supposed  to  be  that  of  a  blue  rain 
cloud  ("nila-megha  Shyamala"),  likewise 
his  garment  is  made  to  approach  the  yellow 
brown,  or  the  traditional  'pita'  colour. 
Thanks  to  the  study  of  this  branch  of  Indian 
Art  that  we  owe  to  the  Editor  of  "  Rupam  " 
in  his  excellent  monograph  on  "  South  In- 
dian Bronzes  "  and  to  the  late  Mr.  Gopinath 
Rao,  author  of  '  Elements  of  Indian  Icono- 


graphy,' Southern  Indian  Bronzes  have  been 
recovered  from  the  fate  of  neglect  and 
oblivion  which  had  almost  overtaken  them, 
although  they  hardly  deserved  the  indiffer- 
ence with  which  the  modern  Indians  have,  as 
a  rule,  been  accustomed  to  greet  the  master- 
pieces of  their  old  art. 

The  study  of  our  specimen  is  facilitated 
by  the  examples  cited  by  the  authors  named 
above  in  their  works  as  also  in  the  little  hand- 
book on  '  South  Indian  Gods  and  Goddesses, 
by     Rao     Saheb     Krishna     Sastri.  Mr. 

Gopinath  Rao  has  published  in  plate  LIV,  in 
Vol.  I,  part  I,  of  his  book,  a  group  of  Rama 
images  which  he  discovered  at  Shermadevi 
in  the  Tinnevelly  District  and  to  which  he 
approximately  assigns  a  date  between 
the  twelfth  and  the  thirteenth  century.  The 
image  of  Rama  in  this  group  is  the  second 
from  the  right,  the  first  being  that  of  Sita 
and  the  last  two,  of  Lakshimana  and  Hanu- 
mana.  This  example,  like  our  specimen,  does 
not  carry  any  bow  (Kodanda)  and  offers 
slight  differences  in  the  poses  of  the  arms 
as  compared  with  the  present  example. 
The  former  has  no  quiver  at  the  back  and 
none  of  the  elaborate  ornaments  and  trap- 
pings which  are  the  distingi^shing  features 
of  Thakurji's  remarkable  specimen.  The 
Shermadevi  image  wears  an  expression  of 
smile,  in  contrast  to  the  serious  and  digni- 
fied expression  of  our  example.  .The  second 
example  cited  in  Mr.  Rao's  work  is  that 
from  the  group  from  Ramesvaram — that 
corner  of  India  celebrated  in  the  legends, 
from  which  the  epic  hero  is  said  to  have 
built  a  bridge  ('  Setu ')  and  crossed  over  to 
Ceylon.  This  specimen  is  rather  florid  in 
treatment  and  overpowered  by  the  heavi- 
ness of  the  garments.  It  leans  distinctly 
to  the  shallowness  of  the  degenerate  types 
of  later  times.  It  has,  however,  the  distinc- 
tion that  it  carries  the  '  bow  *  justifying  the 
title  of  '  Rama  carrying  the  Bow '  (Kodan- 
da Rama).  The  other  example  cited  by  Mr, 
Rao  is  an  interesting  stone  figure  from 
Mahavalipuram,  which  not  only  carries  the 
bow  in  his  left  arm,  but  also  the  arrow  in 
hia  right  (plate  LVI).  The  specimen  pub- 
lished in  Rao  Saheb  Krishna  Sastri's  book 
(F'g-  23,  p.  36)  is  an  elaborate  piece  of  work 
and  has  also  the  bow,  intact,  which  is  very 
often  missed  by  the  artists  who  seem  to  be 
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content  to  suggest  the  bow  in  the  attitude 
of  the  uplifted  hand  from  which  the  pre- 
sence of  the  bow  is  left  to  be  inferred. 
This  example  does  not  belong  to  the  '  tri- 
vanga '  class,  and  its  total  lack  of  expres- 
sion in  the  face  throws  considerable  doubt 
on  the  estimate  of  its  being  a  fifteenth  or 
sixteenth  century  work.  Besides  the  ex- 
amples of  Kodanda  Rama  belonging  to  the 
Indian  collections,  many  of  which  are  per- 
haps not  known,  we  have  as  many  as  eight 
specimens  in  the  collection  of  the  Indian 
section  of  the  Victoria  and  Albert  Museum, 
London.  Two  of  these  are  of  silver  and 
are  obviously  modern  works  of  small  sizes. 
The  six  others,  fairly  big  in  size,  are  cast  in 
bronze.  They  are,  however,  of  very  insignifi- 
cant qualities  as  compared  with  our  speci- 
men, except,  perhaps,  the  bearded  example 
published  by  the  late  Mr.  Vincent  Smith 
(Fig  176,  History  of  Fine  Art),  which  has 
rqany  peculiar  qualities  particularly  in  its 
iconographic  features.  There  are  many 
other  examples  of  Ram  in  private  collec- 
tions in  England  and  elsewhere  but  none  of 
them  appear  to  be  old  specimens,  being  the 
ordinary  bazar  purchases  of  curio-hunters. 

We  will  now  proceed  to  describe  our 
figure  which  will  be  better  studied  in  the 
three  photographs  reproduced  here  (Figs. 
1,  2  and  3)  by  the  kindness  of  the 
owner.  Our  image  stands  on  a  plain 
circular  pedestal,  unlike  those  from  Sher- 
madevi  and  Rameswaram  which  stand 
on  lotus  pedestals  (padlmasana).  It  has 
a  small  hole  near  the  left  toe  of  the  figure 
into  which  probably  fitted  the  end  of  the 
bow  which  is  apparently  missing.  It  is 
difficult  to  say  if  the  bow  was  cast  along 
with  the  figure  itself  or  cast  separately  and 
then  fitted  in.  The  imagers  in  a  perfect 
state  of  preservation,  with  the  exception 
of  the  missing  bow,  which  in  many  images 
is  deliberately  dispensed  with  by  the  artist. 
The  left  hand  is  posed  to  carry  an  arrow 
which  is  not  actually  represented  in  most 
of  the  existing  specimens.  One  of  the 
most  distinguishing  features  of  our  image  is 
the  quiver  at  the  back  which  is  full  of 
arrows — an  equipment  altogether  omitted 
in  the  other  examples  cited  above.  The  de- 
corations and  ornaments  of  our  image  are 
of  some  significance  having  regard  to  the 


'  dhyana  '  or  descriptive  verse  which  suggests 
the  picture  of  the  icon  and  prescribes  that 
Rama  should  have  beautiful  decorations 
("  Sad-Vhushanadya").  To  begin  with, 
the  mukuta,  the  crown,  is  of  the  Karanda 
(casket)  type  in  three  tiers  ending  in  the 
nipple  called  the  '  sikha-mani,'  the  jewel  of 
the  crown.  It  has  four  peculiar  decorations 
on  four  sides,  probably  the  '  Kutamala.* 
Then  come  the  britta-kundalas  (in  Taniil 
todu),  the  circular  ornaments,  which  go 
through  the  earlobes.  These  are  flanked  by 
the  *  Karnapatras,'  which  go  round  the  ears 
ending  in  elaborate  decorations  and  festoons 
which  reach  across  the  shoulders  to  the 
upper  arms.  After  the  usual  necklace 
*  upagriva,'  which  goes  round  the  neck,  we 
have  in  Southern  Indian  images  usually,  the 
garland  known  as  the  *  hrin-mala,'  which 
occupies  the  breast.  But  here  we  have  a 
very  peculiar  garland  in  the  shape  of  a  lotus 
stem  which  runs  down  from  the  shoulders 
parallel  to  the  outer  line -■of  the  trunk  ard 
the  waist  reaching  below  the  knees  and 
joining  wth  a  lotus  centre  very  much  like 
the  '  puspa  mala  '  of  a  Vishnu  met  with  in 
Northern  India.  Instead  of  the  usual 
'  udara  bandha,'  the  waist  band  which  en- 
circles the  trunk  below  the  chest, 
we  have  here  the  *  Chhannavira  * — a  sort  of 
a  coat  of  arm,  which  cuts  up  the 
chest  in  two  sections  encircling  each  breast 
at  the  centre  of  which  is  the  '  Kaustuva- 
ratna,'  the  special  jewel  belonging  to  Vaish- 
navite  images.  The  *  Kati-sutra,'  the  scarf 
which  binds  the  garments  at  the  loins,  here, 
consists  of  three  girdles  of  a  very  striking 
design  studded  with  lotus  flower,  bound  to- 
gether by  a  buckle  fashioned  in  the  shape  of 
a  lion's  face  (Simha-vaktra').  From  the 
girdle  hangs  the  *  urumalai'  or  *  urudama,' — 
the  festoons  which  decorate  the  thigh.  In 
this  example  the  length  of  these  festoons 
seem  to  overreach  the  prescription  of  the 
canons  which  require  that  they  should  not 
descend  more  thaun  a  third  part  of  the  height 
of  the  thigh.  The  other  peculiar  feature  of 
this  image  is  the  two  pieces  of  decorative 

*  Vide  tiie  interesting  paper  on  '  Bhushana 
Lakshananns  or  a  Description  of  ornaments  usually 
worn  by  Indian  Images, '  by  the  late  Mr.  Gopi 
Nath  Rao  in  the  '  Quarterly  Journal  of  the  Mythic 
So-siety,   January  1919,  pages  123,  124. — Editor. 
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drapery  in  the  form  of  sashes  which  hang 
down  from  the  end  of  the  waist  down  to  the 
feet  on  both  sides,  cut  up  into  three  graceful 
stages  or  tiers  each  ending  with  a  conical 
head.  This  appears  to  be  a  peculiar  feature 
of    the    images    of    Rama    (vide    Gangoly, 

*  South  Indian  Bronzes,'  PI.  LXX  and  LXXI). 
They  may  be  studied  to  advantage  in 
figure  2  of  our  plate  showing  the 
back  view  which  also  exposes  the  *  Yagno- 
pavita,'  the  sacred  thread  which  is  not 
visible  from  the  front.  The  only  other 
ornaments  which  remain  to  be  noticed  are 
those  on  the  lower  part  of  the  legs — first  the 
'  Katakavalaya '  over    the    ankle     and     the 

*  Jalaka  '  or  '  napura  '  which  appear  on  the 
feet  almost  reaching  the  toes.  The  quiver 
which  peeps  over  the  right  shoulder  is  seen 
in  full  view  in  figure  2.  The  pose 
of  the  two  hands  calls  for  some  comments. 
According  to  the  text  of  the  image-makers 
the  right  hand  holds  the  arrow  ('  dakshi- 
nahaste  banah ')  and  the  left  hand  holds  the 
bow  (dhanurdharihasta).  As  we  have  said, 
the  arrow  and  the  bow  are  not  generally  re- 
presented in  the  metal  figures  of  Rama  and 
they  have  to  be  inferred  from  the  poses. 
As  a  rule  they  are  given  in  the  stone  repre- 
sentations so  numerous  on  the  Mysore 
temples.  The  '  mudra  '  or  the  play  of  the 
fingers  of  the  left  hand  is  of  some  peculiarity 
in  our  example  and  does  not  quite  appear  fo 
suggest  the  handling  of  the  bow.  The  hand 
is  at  a  peculiar  angle  with  the  fingers  taper- 
ing to  a  point  and  drawn  inwards.  Gener- 
ally the  bow  is  not  actually  grasped  but  is 
left  standing  on  its  end,  kept  from  falling 


out  by  the  hand  inclined  inward.  This  is 
what  appears  to  be  the  meaning  of  the 
gesture  of  the  left  hand  in  a  rather  ex- 
aggerated pose.  In  the  right  hand,  as  we 
have  suggested,  the  index  finger  and  the 
thumb  signifies  the  retention  of  the  arrow 
in  a  delicate  and  sensitive  gesture. 

Our  figure  is  certainly  remarkable  in 
its  aesthetic  qualities,  and  stands  on  a  level 
far  higher  than  the  average  run  of  similar 
images  hitherto  published.  The  face  is 
particularly  striking  in  its  dignified  and 
majestic  expression  which  is  akin  to  the 
peculiar  aloofness  characteristic  of  the 
best  masterpieces  of  Indian  Sculptures. 
The  eyes,  the  nose  and  the  mouth  are  very 
well  shaped  with  a  peculiar  dimple  at  the 
chin  expressive  of  a  very  fine  feature.  The 
arms  and  the  legs  are  very  delicately  posed 
and  exquisitely  modelled,  rounded  by  a  sym- 
metry free  from  any  anatomical  statemen.t 
of  muscles  or  sinews.  The  waist  is  beauti- 
fully slim,  tapering  as  befitting  a  *  hero,' 
whose  trunk,  as  the  canons  suggest,  resem- 
ble a  '  damaru '  (a  hand  drum  concave  in  its 
outline).  The  navel  and  the  upper  abdomen 
are  left  exposed  as  is  still  the  practice  with 
the  Brahmins  in  Southern  India  when  ihey 
wear  the  *  panchagaccham.'  •  The  whole 
figure  is  conceived  in  the  best  manner  of  the 
chola  sthapathis  and  of  rare  charm  in  its 
rhythmic  pose  and  gesture.  It  may  be  as- 
signed to  the  end  of  the  tenth  or  the 
beginning  of  the  eleventh  century  the 
period  when  Chola  Art  was  at  the  height  of 
its  glory. 


VIIL— SOME  NOTES  ON  MOLA  RAM. 

By  MUKANDI  LAL. 


I  CONSIDER  it  my  singular  good  fortune 
that  I  have  been  able  to  bring  to  light 
the  name  and  history,  however  brief 
and  meagre,  of  a  Rajput  artist.  And  until 
I  find  time  to  write  a  monograph  on  Mola 
Ram  I  have  to  be  content  by  recording  these 
notes  on  Mola  Ram  for  the  readers  of 
"  Rupam." 


It  is  very  uncommon  to  find  materials 
to  write  the  life  or  history  of  an  Indian 
artist  or  author.  It  is  usually  indirectly 
that  the  history  of  an  Indian  artist  or  author 
can  be  culled  from  contemporary  sources. 
But  in  the  case  of  Mola  Ram  he  is  his  own 
historian  and  a  manuscript  that  he  has  left 
behind  is   the    source    of    my    information. 


That  Mola  Ram  had  a  studio  of  his  own  and 
was  a  great  connoisseur  of  art  and  that  he 
himself  painted  pictures  cannot  be  disputed. 
He  must  have  had  in  his  '  chitrasala,'  paint- 
ings of  great  masters  whether  they  were  by 
his  own  ancestors  or  other  artists  of  Kangra 
or  Delhi.  I  should  not  be  surprised  if  his 
'  chitrasala  '  was  a  private  museum.  His 
contemporary  and  patron,  Raja  of  Srinagar, 
Jaikot  Sah,  dragged  him  out  of  his  studio  in 
which  he  used  to  paint. 

In  the  collection  of  pictures  left  by 
Mola  Ram  there  are  miniatures  which 
are  decidedly  by  different  artists  and 
whose  '  Kalam '  and  colour  scheme  and 
comix>sition  are  varied.  Therefore  I  can 
very  safely  say  that  Mola  Ram  had 
in  his  possession  considerable  number 
of  paintings  by  great  artists.  These 
paintings  which  one  is  inclined  to  ascribe  to 
pens  other  than  that  of  Mola  Ram  may  have 
served  as  models  for  him,  or  he  may  have 
kept  them  with  him  as  a  collector  and 
connoisseur.  Some  paintings  may  have 
come  down  to  him  from  his  ancestors  as 
family  heirlooms.  Mola  Ram  must  have 
visited  Kangra.  He  was  acquainted  with 
the  topography  of  Kangra  as  he  was  once 
asked  to  prepare  a  map  of  Kangra.  He 
might  have  collected  some  fine  specimens  of 
Kangra  '  Kalahi '  there.  These  are  surmises, 
though  very  plausible  ones. 

I  proceed  to  discuss  his  art  on  the  basis 
of  a  few  specimens  I  have  before  me.  And 
taking  a  few  pictures  to  illustrate  these 
notes  I  hope  to  be  able  to  ascribe  definitely 
certain  pictures  to  Mola  Ram  and  point  out 
that  some  of  the  best  pictures  in  Mola 
Ram's  collection  are  by  other  artists  though 
they  may  have  been  his  own  ancestors  or 
his  contemporaries  or  old  masters.  The 
pictures  which  bear  his  name  and  verses 
have  striking  similarities  in  trees,  scenery 
and  colour  combination.  Black  colour  pre- 
dominates in  his  paintings;  and  trees  and 
details,  though  often  crude,  are  very  exact 
and  in  perfect  shape  and  form.  To  illustrate 
and  explain  my  point,  I  refer  to  "  Utkanthi- 
tha,"  "Vasaka  Sajya"  (Fig.  5)  and  "Siva 
Parvati."  These  three  I  consider  as  the 
most  typical  productions  of  Mola  Ram, 
and  there  is  not  the  least  doubt  of  their 
being    painted    by      him.      I    leave    it    to 


readers  to  form  their  own  opinions  as 
to  the  place  they  are  prepared  to 
assign  to  Mola  Ram  among  the  Indian 
(Rajput,  Pahari)  artists  of  18th  century. 
There  is  an  individuality  about  them  which 
differentiates  his  pictures  from  a  large  collec- 
tion of  similar  miniatures.  His  *  Kalam ' 
is  '  Kangra  Kalam.'  His  style  is  the  so- 
called  Kangra  style.  And  I  agree  with  Dr. 
Coomaraswamy  in  putting  Mola  Ram's 
pictures  under  the  main  heading  of  Rajput 
(Rajasthani)  Pahari, — Garhwal — art.  And 
unless  we  are  prepared  to  say  that  Mola 
Ram  was  merely  an  art  connoisseur  or  dealt 
in  art  curios  and  died  at  a  time  when  he  had 
collected  a  large  collection  of  paintings,  we 
shall  have  to  admit  that  there  was  a  distinct 
school  of  painting,  which,  for  the  sake  of  con- 
venience, we*  could  call  the  Garhwal 
school,  because  of  its  location  and  history  as 
we  have  it.  True,  it  is  not  an  indigenous 
school,  nor  does  it  go  beyond  the  family  of 
Mola  Ram,  yet  it  is  a  school  in  itself  and 
deserves  to  be  called  the  Mola  Ram  school.  In 
his  collection  I  have  come  across  portraits, 
sketches  of  animals  and  flowers  or  embroi- 
dery and  ornamental  designs,  and  various  un- 
finished pictures,  and  drawings,  in  mere  out- 
lines. There  are  some  portraits  and  designs 
on  skin.  The  rough  sketches  and  unfinished 
pictures  conclusively  prove  that  there  was  a 
school  of  painting  or  that  the  ancestors  and 
descendants  of  Mola  Ram  and  he  himself  did 
draw  and  paint.  That  is  to  say,  they  were 
not  mere  art-collectors  but  artists  them- 
selves, and  artists  of  some  eminence. 

It  will  be  necessary  to  point  out  how 
the  information  of  Mola  Ram's  studio  or  of 
his  very  existence  has  been  procured  or  pre- 
served. When  Garhwal  was  overrun  by 
the  Gurkhas  and  the  Raja  of  Srinagar  was 
driven  across  the  Alaknanda  to  the  present 
Tehri  State,  the  Gurkha  Governor  of  the 
present  British  Garhwal,  Hastidal,  estab- 
lished himself  at  Srinagar.  There  he  met 
Mo!a  Ram  and  enquired  of  him  if  he  knew 
anything  of  the  history  of  the  Ru'ers  of 
Garhwal.  And  fdr  the  benefit  of  the  Gurkha 
Governor  Hastidal,  Mola  Ram  composed  an 
Idyll  of  the  Rajas  of  Garhwal.  Mola  Ram 
in  his  45th  verse  tells  us  what  he  told  Hasti- 
dal during  the  course  of  his  conversation. 
He     told    Hastidal     (1803-15    A.  D.)     how 
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internal  disputes  had  made  Garhwal  a  prey  to 
foreign     invasion;    and     as     at    Delhi     the 
English     (Firanghi)     came,  so  the  Gurkhas 
came     there.     Thereupon     Hastidal     asked 
Mola  Ram  to  tell  him  all  about  the  Rajas  of 
Garhwal.     And  it  was  during  the  course  of 
his  narration  of  the  history  of  the  Rajas  of 
Garhwal  that  Mola  Ram  happens  to  tell  us 
by   way   of   parenthesis    how    his    ancestors 
came  to  Garhwal  and  their  connection  with 
the  court  of   Garhwal.     Unfortunately    the 
first  18  verses  of  the  Idyll  are  missing.     The 
connection  of  the  family  of  Mola  Ram  with 
Garhwal  Court  is  part  of  the  general  history 
of    the    last    days    of    the    Moghul.      Two 
Rajputs  of  the  Panwar     or     Tanwar     clan, 
Shamdas  and  Hardas  (father  and  son),  ac- 
companied Prince  Suleiman  Shikoh,  son  of 
Dara,  during  his  flight  to  Garhwal.     When 
Aurangzeb  learnt  where  Suleiman  was  he 
soon  procured  his  surrender  from  the  Raja 
of  Garhwal.  In  this  connection  the  Gazetteer 
of  Garhwal   may    be    quoted    with    greater 
authority :  "  This  Pirthi  Shah  is  the  hero  of 
a  somewhat    discreditable    episode    of    the 
delivery  of  the  fugitive — Suleiman  Shikoh — 
to    his     implacable     enemy,     the     Emperor 
Aurangzeb.  .  .  .  Pirthi    Shah's    treachery   is 
usually  explained  as  being  due  to  his  fear  of 
an  Imperial  invasion,  though  Bernier    says 
Aurangzeb    himself    was    harassed    by    the 
apprehension  that  the  fugitive  and  his  host 
'  might  descend    as    a    torrent    from    their 
mountains.'  "      (Gazetteer,    Vol.  XXXVI,  p. 
117.)      However  it  is  a  fact,  as  related  by 
Mola  Ram,  that  the  Raja  of    Srinagar    pre- 
tended to  prepare  for  an  invasion  of  Delhi 
and  made  the  unfortunate  Prince  the  Com- 
mander-in-Chief of  his  army  and  sent  him 
to  Hardwar  (at  the  foot  of  the  hills)  with  a 
few  followers  and  a  small  army  saying  that 
reinforcements  would  follow:    and    on    the 
other  hand  informed    Aurangzeb    that    the 
fugitive  was  being  sent  to  him.     Mola  Ram 
continuing  his  narrative  tells  us:  "  Having 
surrendered  the  Prince,  the  Raja  of  Garhwal 
confiscated,  or,  to  be  more  exact,  misappro- 
priated the  wealth  and  property  of  Prince 
Suleiman  which  he  had  brought    with    him 
from  Delhi  and  had  left  behind  including  his 
followers,  courtiers  and  stewards  that  were 
left  at   Srinagar."     Mola   Ram's   ancestors, 
Shyam  Das  and  Hardas,  also  formed  part  of 


the  booty,  as  the  poet  tells  us: — 

"  Shyamdas  aru  Hardas  hi  { 
Pita  putra  dohn  rakho  pas  hi  |{ 
Tumbar  jat  dewan  hi  jane  | 
Rakhe  hit  so  atman  vane  |i 
Tabso  ham  gadh  majhe  rahai  { 
Hamre  purkha  yabidh  arjeh  || 
Tinke  bams  janam  ham  chhaye  | 
Mola  Ram  hai  nam  hamarai  |j  " 

(Translation)  "  Syamdas  and  Hardas,*  son 
and  father,  he  (Prithi  Sah  t)  detained  with 
him.  Knowing  that  they  belonged  to  the 
clan  of  Tanwars  and  were  the  Prince's 
Ministers,  he  paid  them  due  respect  in  his 
Court.  Since  then  we  have  remained  in 
Garhwal  and  it  is  thus  that  our  ancestors 
came  to  Garhwal.  In  their  family  I  am 
born  and  Mola  Ram  is  my  name." 

Mola  Ram,  the  son  of  Mangat  Raim 
(Fig.  2),  is  in  the  third  gneration  of 
the  one  of  the  two  ancestors  of  his  who 
came  to  Garhwal.  Mola  Ram  was  born  in 
1760  A.  D.  and  died  1833  A.  D.  at  Srinagar 
(Garhwal)  at  the  bank  of  Alaknanda,  the 
principal  tributary  of  the  Ganges.  He  has 
left  the  date  of  his  birth  and  the  dates  of 
various  pictures  he  painted  in  the  verses  he 
inscribed  on  his  favourite  pictures  on  various 
occasions. 

On  several  pictures  he  inscribes  his 
motto.  The  miniature  accompanying  this 
paper  (Fig.  4),  which  I  have  named  "  Morpri- 
ya  "  (Beloved  of  the  peacock),  is  decidedly  a 
painting  in  his  own  hand  and  represents  his 
early  attempt  at  painting.  On  this  painting, 
as  an  enthusiastic  young  man  full  of  good 
intentions  and  animated  by  lofty  ideals,  he 

"''  Genealogy  of  Molaram's  family  is  as  given 
below  : — 

Syamdas 

& 
Hardas 

I 
Hiralal 

I 
Mangat  Ram 

Mola  Ram 
1760—1833 

1 
*   Jwala  Ram 

I 
Tej  Ram 


AD. 


Balak  Ram  (alive) 
Pirthi  Sah,  the  Raja  of  Garhwal,  died  in  16t4 
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writes  his  epigram  and  gives  the  date  and 
year.  "  Kanhan  hazar  kanhan  lakh  hai  sarva 
dhan  gram  samjhe  Mola  Ram  tai  sarab  sude- 
ha  inam."     The  purport  of  this  epigram  is 
that  to   Mola  Ram  genuine  friendship  and 
fellow-feeling    was    much    greater    reward 
than  the  presents  of  millions  of  villages  and 
tons  of  gold  mohurs.     The  date  given  on  the 
picture  with  the  above  motto  is  Samvat  1832 
which  corresponds  to  1775  A.D.,  so  that  Mola 
Ram  was  at  the  time  only  15  years  old.     It  is 
by  no  means  a  too  early  an  age  for  a  promis* 
ing  artist,  since  he  went  on  painting  pictures 
and  his    autographs    and 
name  aud  date  appear  on 
several  miniatures.     For 
instance,    on     a     picture 
that   was    reproduced    in 
the    second     number     of 
"  Rupam   '  the  date  given 
18     Samvat     1852     (1795 
A^D.)     This  picture   was 
evidently      painted        20 
years  later.     In  this  man- 
ner the  various  dates    of 
his      paintings     can     be 
given. 

Before  proceeding  fur- 
ther I  will  have  to  revert 
to  the  "  Mopriya  "  which 
Mola  Ram  seems  to  have 
painted  at  the  age  of 
fifteen.  On  the  back  of 
this  painting  Mola  Ram 
has  written  a  long  verse 
in  Hindi.  Its  first  part 
is  a  sloka  in  Sanskritised 
Hindi  and  the  major  por- 
tion of  the  later  half  is  a 
'kavita'  in  plain  (Bijbhasha)  Hindi.  The 
purport  of  which  is:  Mola  Ram  says  that 
this  heroine  (Padmini)  who  is  tormented  by 
pangs  of  separation  goes  in  quest  of  her 
beloved  just  as  a  hero  goes  to  the  battle- 
field. Her  body  is  beautiful  like  the  moon 
and  glowing  like  the  glass.  She  is  dashing 
forth  like  the  lightning  in  the  clouds.  She 
rushed  on  looking  all  round.  She  was  ap- 
proached by  a  peacock.  She  heard  his  sound 
and  was  further  exasperated.  She  took  off 
her  wristlet  and  showed  it  to  be  the  peacock 
to  ward  him  off  because  by  its  noise  she  was 
rather  frightened.  No  critic  could  describe 
an  artist's  creation  in  a  better  manner  than 


Mola  Ram  describes  his  own  miniature.  He 
made  up  with  his  pen  what  he  had  left  un- 
done by  his  brush. 

I  am  inclined  to  think  that  "  Mayukha 
mukhi  "  might  have  served  as  a  model  for  or 
might  have  inspired  Mola  Ram  to  draw 
"  Morpriya  "  and  "  Chakor  pry  a  "  (reproduc- 
ed in  the  second  number  of  "  Rupam  "). 

The  picture  of  "  Sahajada  Suleiman 
Shukoh  "  (Suleiman  Sikoh)  (Fig.  1)  and  por- 
traits  of  Mola  Ram's  father  Mangat  Ram 
(Fig.  2),  his  grandfather  Hiralal  and  the 
portrait  of  Mola  Ram  himself  (worshipping 
his  family  goddess  (Fig. 
3)  are  historical  docu- 
ments. 

That  Mola  Ram  was  a 
great  artist  and  that  we 
are  justified  in  attaching 
more  than  a  fictitious 
importance  to  his  name 
and  tradition  is  a  fact 
that  is  borne  out  by  the 
manuscripts  left  by  Mola 
Ram.  Dr.  Coomara- 
swamy  remarks  in  his 
"  Rajput  Paintings"  Vol. 
I,  p.  23)  "This  painter 
and  poet  attains  rather 
fictitious  importance  ow- 
ing to  the  fact  that  his 
is  almost  the  only  name 
of  a  Pahari  Painter  yet 
known." 

It  appears  from  Mola 
Ram  s  own  writing  that 
he  had  his  own  "  chitra- 
sala  " — a  studio — where 
he  painted.  His  contem- 
porary  and  patron  Raja  of  Srinagar,  Garh- 
wal,  Jaikitshah,  who  died  in  1786  A.D.,  ac- 
cording to  Mola  Ram,  pressed  him  to  leave 
aside  his  painting  and  devote  himself  to  poli- 
tics. This  fact  is  borne  out  by  the  following 
words  of  Mola  Ram  himself: — 
"  Muluk  banth  sabhi  ne  lena  Jaykritshah  kabu  kina 
Vastra  bhojan   baitfaai  khawai    Hukum    cfaalawan 

kachu  na  pawai  |{ 
Maharaja    ata    dukhita    veyoh    Chitrasala  tne    hi 

hamko  kaho  { 
Mola     Ram     kam     taj    ayoh    chitrasal     nahak     hi 

banawo  !{ 
Chitrasal    likhi    turn    keya    payo    hamko    dusthane 

an  dabayo  !| 
Yanko    Kachhu    uddam    tharao   hamari  apni  jan 
banchao.* 


Maiigat  R 

Fig.  2. 
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(Translation)  Jaikit  sah  (Raja  of 
Srinagar,  Garhwal)  was  made  prisoner.  He 
was  allowed  food  and  clothing  but  was  de- 
prived of  all  Royal  authority  by  his  brother 
Badman  Shah.  By  this  the  prince  was 
much  distressed,  and  he  sent  for  me  from  my 
chitrasala  (studio).  And  told  me  "O!  Mola 
Ram  leave  aside  your  (art)  work  in  the 
'chitrasala '  and  come  to  me  (to  my  assist- 
ance). What  is  the  use  of  making  a  studio 
(or  working  in  the  studio).  What  will  you 
gain  by  painting  in  the  studio.  The 
enemies  have  overpowered  me,  you  ought  to 
find  a  way  out  of  this  (confinement),  and 
save  both  yourself  and  myself."  Thereupon 
he  suggested  to  his  patron.  Raja  Jaikit  Sah, 
that  he  (Mola  Ram)  would  go  to  the  Raja 
of  Nahan  (in  the  Punjab)  and  ask  for  his 
help.  The  Raja  dissuaded  him  from  going 
in  person,  but  asked  him  to  send  an  appro- 
priate nraessage  by  a  messenger.  Mola  Ram 
wrote  to  the  Raja  of  Nahan  the  following 
verse : — 
"  (Doha)   Jagat    prakas    turn    bhanu     sama    tama 

hamhu  kiya  gras  ' 
Gajo  jyohn  gajhiko  dham  sinha  dlyo  tras  i| 
(Sa^vaiya) 
"  Surpcii  yasur  sawant  pawant  pai  mir  me  virme 

vir  magadha  rai  | 
Sahuko  sahu  visad  karai  jogire  wa  kam  sou  pher 

shudhare  'i 
Rit  sawe  apne    kulki    kavi    Mola  Ram    chhor    ne 

visare  | 
Kichke  kichme  hathi  phanse  taw  hathiko  hath    de 

hathini  karai  l! 
(Chaupai) 
Isai  chhand  ham  diyo.  vanai  chitra  sahit  likhi  diyo 

jjat'-.ai  I 
Dhani   Ram  le   tako  geyo  Raja  Nahan  ko  sukha 

bheyo  I' 

In  the  previous  part  of  the  above  verse 
Mola  Ram  requests  the  Raja  of  Nahan  to 
come  to  the  rescue  of  the  Raja  of  Garhwal 
saying  that  a  warrior  can  be  helped  only  by 
a  warrior  just  as  an  elephant  entangled  in 
mud  can  only  be  helped  by  another  elephant. 
And  then  Mola  Ram  adds  "  I  composed  this 
verse  and  drew  (also)  a  picture  and  sent  them 
together  by  the  messenger  Dhani  Ram  to  the 
Raja  of  Nahan  who  was  pleased  to  receive 
the  message."  It  seems  he  (Mola  Ram) 
painted  a  picture  of  the  scene  or  condition 
in  which  the  Raja  of  Garhwal  then  must 
have  been  placed.  This  method  of  sending 
a  message  in  writing  as  well  as  jin  painting 


is  in  keeping  with  the  habit  of  Mola  Ram.  I 
find  him  describing  pictures  in  verse  of  his 
own  composition.  He  must  have  painted 
his  patron  in  confinement  with  a  view  to 
excite  the  Raja  of  Nahan's  compassion  and 
chivalry.  These  two  indirect  references  to 
Mola  Ram's  studio  and  despatch  of  a 
message  in  two  forms — in  writing  and  in 
paintings — leave  no  room  for  doubt  that 
Mola  Ram  was  himself  an  artist  and  that  he 
must  have  had  a  collection  of  paintings  in  his 
possession  in  his  chitrasala  (studio). 

There  is  another  fact  which  also 
deserves  mention.  Mola  Ram's  acquaint- 
ance with  the  district  of  Kangra  was  so 
thorough  that  he  was  once  asked  by  the 
Raja  of  Garhwal  to  prepare  a  map  of 
Kangra  with  a  view  to  carry  on  military 
operations  in  Kangra.  This  connects  his 
art  with  the  Kangra  school  of  Rajput  paint- 
ings. 

Mola  Ram's  descendants  are  still  calle'd 
Af ussayars (Painters)   in  their  native    town 
of     Srinagar      (Garhwal).     His      grand':on 
ascribes  most  of  the  pictures  to  Mola  Ram. 
The  whole  family  being  courtiers  of  the  Raja 
of  Garhwal  and  Zagirdars,  free  holders  and 
paid     courtiers  of     the  Raja    \yere  men    of 
importance,    yet    his    great-grandson,    with 
whom  I  have  talked  much  about  their  collec- 
tion and  who  has  shown  me  on  various  occa- 
sions all  the  paintings,  drawings,  designs  and 
incomplete  sketches,  always  speaks  of  Mola 
Ram  as  the  artist  par    excellence    and    the 
author  of  most  of  the   paintings.      He   also 
suggests  that  the  whole  line  of  their  ancest- 
ors were  given  to  painting  and  whether  Mola 
Ram  painted  all  the  pictures  and  drew  all  the 
sketches  and  designs  or  he  did  some  and  col- 
lected the  others,  one  thing  is  certain  that  he 
was  the  last  of  a  great  line  of  art  connois- 
seurs and  artists,  who  have  left  behind  a  col- 
lection of  paintings  which  is  most  varied  in 
its   subject-matter,   colour-schemes   and   de- 
signs. One  fact  most  unusual  and  noteworthy 
about  them  is  that  the  number  of  miniature 
paintings,  drawings  and  designs  in  the  Mola 
Ram   collection   must   have   been   over   one 
thousand     originally.     Pictures     from     his 
collection      are      to      be      found      in      the 
Tehri  (Garhwal)  State,  with  the  descendant 
of  the   patron  of   Mola   Ram,  with   about   a 
dozen  families  of  the  ministers  and  courtiers 
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of  the  old  Rajas  of  Srinagar,  and  with 
several  friends  of  the  family.  And  some 
complete  series  of  '  Ashtha  Nayakas  '  (eight 
heroines),  *  Rukmini  Mangal '  (scenes  of 
Rukmini's  marriage  with  Krishna),  series 
of  scenes  from  Mahabharat,  several  tradi- 
tional Goddesses  and  Dashavatar  (ten  in- 
carnations), 
numerous  sun- 
dry pictures 
like  the  Mayu- 
kha  Mukhi, 
P  a  d  m  i  n  i  , 
Vasakasa  jy^ , 
etc.,  and 
scenes  from 
Krishna's  life 
are  among  the 
subjects  still 
to  be  found  in 
the  collection 
df  his  great- 
grandson 
Balak  Ram. 
Some  very 
good  examples 
of  M  o 1  a 
Ram's  art 
are  now  in  the 
possession  of 
Dr.  Coomara- 
swamy.  Mola 
Ram's  Krish- 
na Radhika, 
which  is  in 
my  collection, 
I  consider  to- 
gether with 
Dr.  Coomara- 
s  w  a  m  y  '  s 
"Bhishma' 
as  connecting 
links  between 
A  j  a  n  t  a  and 
Rajput   Art. 

Unfortunately  Fi 

this  extraordinary  painting  is  very  badly 
damaged— and  that  is  perhaps  why 
I  could  procure  it  for  myself.  Its  colour 
combination  and  the  treatment  of  the  foliage 
are  unique.  Radha's  face  is  badly  damaged 
but  Krishna  is  still  a  perfect  figure.  It  is  not 
the  traditional  blue  Krishna,  but  a  dark 
natural  colour  youth  who  after  having  heard 


Molaram  Worshipping  Bhuvaneswari 
F,«.   3. 


what  Radha  had  to  say  is  absorbed  in  con- 
templation— making  up  his  mind  as  to  what 
to  say.  They  are  standing  in  a  conventional 
grove.  But  the  grove  is  in  the  Himalayas — 
the  Garhwal  Hills  or  Kangra  Hills.  In  this 
picture  an  attempt  has  been  made  by  crude 
and  unskilled  hands  to  repair  it;  but  luckily 

the  repairing 
hands  did  not 
pass  beyond 
the  fringe  of 
Radha's  skirt 
and  Krishna's 
dhoti  and 
d  o  p  a  t  t  a  . 
Surely  Mola 
Ram  is  not  the 
author  of  this 
picture.  The 
next  picture— 
a  fairly  good 
specimen  of 
Rajput  art — is 
Manini  Ra- 
dha. In  this 
miniature,  the 
white  pigment 
predominates. 
And  theje  are 
several  pic- 
tures in  the 
Mola  Ram 
collection  in 
which  white 
and  pink 
predominat  e . 
This  painting 
represents 
two  scenes — 
one,  the  pride 
( Mana  )  o  f 
Radha  and  the 
other  bashful- 
ness  of  the 
bride  who  is 
being  led 
and  shown  the  way  by  her  maids  to  her 
husband's  chamber.  Another  remarkable 
picture  in  this  collection  is  Mayukha  mukhi 
which  is  an  exquisite  miniature  painting 
and  seems  to  have  inspired  Mola  Ram  to 
paint  his  "  Morapriya  "  (Fig.  4)  whom  he 
calls  "  Padmini "  and  which  he  painted  in. 
his  15th  year. 
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"  Govardhan,"  in  which  again  the  white 
and  the  red,  predominate,  stands  by  itself  and 
reminds  us  of  the  Ajanta  frescoes  Krishna 
persuaded  the  people  of  Gokul  not  to  wor- 
ship Indra,  god  of  rain  and  thunder.  Indra 
wanted,  as  it  were,  to  impress  them  with  his 
might  and  sent  down  rain  and  thunder  and 
lightning,  which  is  all  visible  in  the  original 
so  clearly.  And  the  world  of  Gokul  is  taking 
shelter  under  the  Mount  Govardhan  held  on 
the  finger  of  Krishna. 

In  the  Mola  Ram  collection  there  are 
several  pictures  depicting  family  life.  One 
typical  scene  is  a  picture  called  "  Naval 
Bala"  reproduced  in  Dr.  Cootnaraswamy's 
"  Rajput  Painting,"  Vol.  II,  plate  74  B,  and 
now  in  his  collection,  and  another  is  "  Dam- 
pati  "  (Fig.  7),  in  my  collection.  In  the  latter, 
husband  and  wife  are  sitting  facing  each 
other  in  a  room  through  the  window  of 
which  one  can  see  the  distant  landscape, 
small  hillocks  with  a  few  trees  on.  I  consider 
this  picture  one  of  the  finest  specimen  in  the 
collection.  Its  colours  are  white,  almond  red 
and  light  blue. 

Two  miniatures  I  should  like  to  make 
especial  mention  of  to  illustrate  Mola  Ram's 
fondness  of  mythological  (divine)  subjects. 
The  ^a/iya  Da  man  (quelling  of  the  King  of 
serpents  Kaliya)  which  is  now  in  my  pos- 
session and  has  been  reproduced  in 
"  Rajput  Paintings,"  II,  plate  54  A,  together 
with  "  Mahadeva  Parvati "  reproduced 
in  the  same  volume,  plate  65,  must  have 
been  painted  by  Mola  Ram  himself.  The 
colour  scheme  and  *  kalam  '  of  these  two 
miniatures  is  the  same  as  those  pictures 
which  bear  Mola  Ram's  autographs.  The 
scenery  is  the  hill  scenery  familiar  to 
the  artist  with  Raja  of  Srinagar's 
palace  in  the  background  as  it  were,  and 
a  fort  on  the  top  of  a  hillock.  Similarly 
the  background  in  "  Mahadeva  Par- 
vati "  is  also  representative  of  hill  scenery. 
Both  these  paintings  together  with  **  Ut- 
kanthitha"  reproduced  in  'The  Modern 
Review'  in  1910  are  superb  and  typical 
specimens  of  Mola  Ram's  brush.  The 
drapery  and  dresses  of  the  paintings  either 
of  Mola  Ram  or  of  pictures  in  his  collection 
are  the  same  as  worn  by  men  in  Mughal 
times,  whether  they  lived  at  I^elhi  or  in 
-courts  of  Rajas  of  Garhwal  or  Kangra.    The 


dress  of  the  woman  as  also  the  skirt  with 
jacket  attached  to  it  (in  one)  is  still  worn 
in  Kangra.  It  is  not  correct  to  say  that 
Mola  Ram's  heroes  and  heroines  are  dressed 
up  in  t3rpical  Garhwal  dress.  They  are 
dressed  in  the  typical  dress  of  the  Rajput 
paintings.  True  the  same  dress  was  often 
used  by  the  higher  classes  either  at  Delhi  or  at 
the  court  of  Hill  Rajas.  But  about  women's 
dress  I  am  positive  that  it  is  only  typical  of 
Rajput  painters  and  not  of  the  place  where 
they  painted,  except  Kangra  and  Basher 
hills  where  women  still  use  the  kind  of  skirt 
found  in  Rajput  paintings.  In  Garhwal 
and  Northern  India  wherever  they  use  the 
skirt  it  is  not  attached  to  the  jacket  (bodice) 
but  is  an  independent  garment.  I  am  in- 
clined to  think  that  artists  were  never 
realistic  even  in  the  matter  of  dress.  They 
clothed  their  heroes  and  heroines  or  Gods 
and  Goddesses  in  the  most  picturesque  dress- 
es  they  could  conceive  of  and  that  these  dress- 
es did  not  change  like  the  dresses  of  European 
ladies  four  times  in  the  year  to  fill  the 
pockets  of  milliners  or  model  makers.  The 
dresses  represented  by  Indian  artists  came 
to  be  conventionalised  like  the  Indian  dress 
itself  which,  so  far  as  it  is  Indian,  never 
changes  for  hundreds  of  years.  What  is 
true  of  men's  apparel  is  also  true  of  the 
artist's  trees  and  landscape.  I  venture  to  sug- 
gest that  the  trees  and  scenery  of  an  Indian 
artist  do  not  belong  to  any  particular  place  or 
his  own  native  place.  They  paint  usually 
most  picturesque  trees  which  cannot  be 
identified,  and  those  very  trees  are  usually 
repeated  by  all  artists  with  little  variations. 
So  that  their  paintings  cannot  be  ascribed 
to  a  particular  place,  say,  Kangra  or  Garh- 
-va\,  because  of  its  drapery  and  scenery.  In 
fact  I  go  further  and  suggest  that  the  majori- 
ty of  paintings  said  to  be  Kangra  paintings 
were  never  painted  in  Kangra  and  might  have 
been  executed  at  Delhi  or  Lahore  or  Srina- 
gar.  We  might,  for  the  sake  of  convenience, 
classify  miniatures  into  Kangra  Kalam  or 
Jaipur  Kalam.  But  we  cannot  very  well 
say  that  a  particular  pointing  or  set  of 
miniatures  is  Kangra  or  Mughal  art  or  was 
done  in  Kangra  or  Delhi. 

Mola  Ram's  own  painting  and  those  in 
his  collection  surely  belong  to  that  category 
of  paintings  which  Dr.  Coomaraswamy  calls 
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"  Rajput."  In  this  case  Mola  Ram  was  a 
Rajput  himself,  and  his  paintings  have  the 
characteristics  of  Rajput  paintings,  and 
were  painted  also  at  the  court  of  a  Rajput 
prince. 

I  am  inclined  to  think  that  Mola  Ram's 
ancestors  were  themselves  artists  and  they 
belonged  to  the  court  and  household  of 
Prince  Suleiman.  They  painted  just  as  the 
protege  artists  of  Mughal  and  Rajput  courts 
did.  But  unfortunately  Mola  Ram  does  not 
tell  us  the  real  truth  and  wishes  us  to 
believe  that  his  ancestors  were  "  Suleiman 
Shikoh's  ministers  "  and  they  acted  as  such 
under  Garhwal  Rajas  also.  That  is  the  old 
tale  of  human  pride  and  false  sense  of  self- 
importance.  Even  about  himself  he  does 
not  say  that  he  was  an  artist  (chitrakar) 
but  poses  as  the  king's  counsellor  and  poet. 
Poet  he  was.  But  he  was  greater  as  an 
artist.  The  Raja  of  Srinagar  appreciated 
the  merits  of  his  ancestors  and  also  his  art 
afnd  skill  and  gave  them  a  Jagir  (freehold) 
of  60  villages  and  an  allowance  of  5  rupees 
per  diem.  So  long  as  this  allowance  under 
the  Rajas  continued  the  artist  thrived  and 
when  it  was  stopped  in  1817,  Mola  Ram  and 
his  art  naturally  starved. 

The  connection  between  a  painter  and 
poet  is  very  intimate.  After  all  the  painter 
symbolises  poetry.  He  even  tells  us  more 
than  a  poet  can.  In  the  case  of  Mola  Ram,  he 
was  also  a  poet  of  no  mean  order.  He  has 
left  the  history  of  his  family  and  the  Raja  of 
Tehari  (formerly  of  Srinagar,  Garhwal)  in 
verse.  Some  passages  in  the  Idyll  of  the 
Garhwal  Rajas  are  superb  and  most  vivid 
word  pictures.  He  has  written  descriptions 
of  his  own  miniatures  and  in  some  cases 
described  others'  paintings  in  his  own  words. 
For  instance,  his  description  of  "  Mayukha- 
mukhi,"  "Padmini"  and  "  Vasakasajya " 
are  three  excellent  word  pictures  or  reflec- 
tions on  three  excellent  paintings.  (1)  The 
verse  inscribed  on  "  Mayukhamukhi  "  reads 
as  follows:  To  maintain  her  equilibrium  (as 
it  were)  she  places  her  (one  hand)  on  her 
head  and  by  (another)  hand  she  shows  her 
wristlet  (to  the  peacock).  Fixing  her  eyes  on 
the  peacock  and  twisting  her  eyebrows 
she  wards  off  (the  peacock's)  bill.  From  all 
her  expression  and  feeling  she  exhibits  her 
'fondness     of     the     peacock '     (Majrukha- 


mukhi)  (Fig.  6).  The  Moon-faced-one  is 
thus  playing  with  the  peacock  by  (conde- 
scending) to  look  at  him,  so  said  Mola  Ram 
the  poet.  The  Hindi  text  inscribed  on  the 
picture  runs  as  follows: — 
"  Karsis  dharai  siparai  pahunchhi  kara  darshwata 

— hai  I 
Drig  drig  sou  drig  jor  mouri  kai  vhou  jus  chunch 

vachawata  hai 
Sav    hav    our    bhav    sakhai    ki    apne    sukataksha 

dekhawata  hai  { 
Kavi   Mola    Ram    Mayukha    mukhi    mukha    hera 

mayura  khilawata  hai 

(2)  Padmini.     See  under    "Morpriya" 
above 

(3)  "Vasakasajya"  (Nayaka)  (Fig.  5). 

The  inscribed  verse   on   the  picture  is 
as  follows  :  — 

"  Vana  thana  aye  saheth  me  vaithe  a  ta  sakuchaye  | 
Jyon  patanga  pinjarahime  Vasak-sayya  yay  || 
Phul  Jala  kamala  kahi  latika  lipata  rahi 
Saghana  kunja  punja  me  sugandhagandha  bhogati 

karata  hai 
Kalolahi  jaha  pakshi  pashu  thowra  thowra  chouki 

chouki  chitta  vai  chahun  arfi  naina  takati  1| 
Ata  rupaki  ujari  vimala  dipaki  shikashi 
Dipai   chhi   paina   chhipayo   gata   jyon   jhon   waha 

rokati .  | 
Kahata  Kavi  Mola  Ram  nila  sari-sira  odha  pyari 

angakou  duraye  Nandaled  ko  vilokati  " 
(Translation)  Vasaka  Sajya  (Nayaka) 
having  adorned  herself  is  sitting  quietly  as 
though  she  was  a  bird  in  a  cage.  (Around 
her)  there  are  water  lilies  in  blossom,  in  the 
bower  (round  her)  creepers  are  coiling  and 
she  is  enjoying  the  fragrance  of  flowers, 
round  about  her  birds  are  singing  and 
animals  are  playing.  She  looks  about 
startled  by  their  noise  and  frolic.  She  is  the 
embodiment  of  beauty  like  the  flame  of  a 
pure  lamp.  She  cannot  hide  her  beautiful 
body  though  she  wishes  to  do  so.  She  is 
looking  for  the  son  of  Nand  (Krishna) 
covering  herself  with  a  blue  sari,  so  says 
poet  Mola  Ram. 

I  could  quote  any  number  of  such  beauti- 
ful descriptive  verses  by  Mola  Ram  from 
his  pictures  or  pictures  in  his  collection. 
Those  given  here  will  suffice  to  convince  the 
reader  that  Mola  Ram  took  legitimate  pride 
in  calling  himself  a  poet.  And  though  he 
was  much  greater  as  a  painter,  he  was  a 
poet  too.  He  described  his  paintings  most 
faithfully  and  at  the  same  time  giving  us  in- 
formation unconsciously  about  himself.  Had 
it  hot  beeigi  for  his  verses  or  composition 
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his  name  and  tradition  would  have  been 
lost  to  us  as  that  of  so  many  artists  of  high 
(merits. 

Mola  Ram  must    occupy    a    very    high 
position  in  the  history  of  Indian  paintings, 


because  he  is  an  artist  whom  we  can  locate 
and  can  realise  the  atmosphere  in  which  he 
lived  as  a  typical  example  of  Rajput 
painters. 
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A  FRIEND  of  the  Reviewer,  rather  cynically  in- 
clined, used  to  say  that  he  had  never  been 
able   to   find   out   *  whether    Havell   made 
Indian  Art  or   Indian  Art  made   Havell .' 
Without  being  able  to  ofifer  him  any  satisfactory 
solution  to  his  dilemma  we  always  insisted  on  our 
cynical   friend's    griving   to   Mr.    Havell   the   same 
credit  for  the  '  discovery  *  and  an  understanding  of 
Indian  Art  as  has    been    given    to    the    late    Prof. 
Fenellosa  with  regard  to  Japanese  Art.     Indeed,  it 
is  difficult  to  over-estimate  the  services  that  Mr. 
Havell  has  rendered  to  the  cause  of   Indian  Art 
and  to  the  claims  for  an  appreciative  study  of  a 
unique  aspect  of  oriental  civilization.     Owing  to  a 
somewhat  pardonable,  though  a  needlessly  declama- 
tory,  attitude  in   which   he  pressed   his   cause   to 
public  attention,  his  views  have  taken  a  long  time 
to  acquire  a  wide  and  general  reception,  but  with 
the  critics  and  the  connoisseurs  Mr.  Havell's  claims 
received   immediate   recognition.     And   the   clouds 
of  controversy  that  his  first  harrangues  originally 
raised  round  the  problem  of  Indian  Art  have  now 
given  way  to  the  warm  sunshine  of  a  sympathe- 
tic understanding  from  all  quarters.     The  heat  and 
dust    of    the    first    controversies    have  now  been 
happily  laid  to  rest.     It  is  difficult,  however,  to  ex- 
plain  why   Mr.   Havell   should  still  adhere   to  his 
somewhat   aggressive  language  in   which  he  was 
perhaps  justified  in-    couching  his  righteous  indig- 
nation  at   the   outset.     In   his   latest   '  Handbook,' 
Mr.  Havell  has  not  yet  been  able  to  recover  from 
the  heat  of  his  first  disputations.     This  was  per- 
haps inevitable  owing  to  the  fact  that  the  present 
volume  is  more  in  the  nature  of  a  short  resume  of 
his  former    publications    than    a    new    or    revised 
presentation     of  his  subject.     Indeed,  the    present 
book  does  not  pretend  to  offer  any  new  materials, 
but  only  compresses  within  a  handy  form  matters 
which    are    more    fully    dealt    with  in  his  '  Indian 
Architecture,'  '  Ancient     and     Medseval     Architec- 
ture of  India  '  and  '  Ideals  of  Indian  Art.'  In  his  pre- 
face the  author  states  that  '  the  present  work,  em- 
bracing architecture,  sculpture  and  painting  in  its 
scope,  aims  at  giving  such  a  concise  survey  of  the 
whole  subject  as  will  interest  both  the  student  and 
general  readers,  and  serve  as  a  useful  handbook  for 
feniveners  in  India.'  That  the  author  .has  admirably 


succeeded  in  his  scheme  we  have  no  hesitation  in 
endorsing.  We  cannot  help  noticing,  however,  that 
the  three  sections  of  his  subject  have  not  received 
equal  attention,  the  section  on  architecure  has  been 
given  a  space  of  147  pp.,  while  the  sections  on  sculp- 
ture and  painting  have  only  40  pp.  and  18  pp.  res- 
pectively allotted  to  them.  With  the  enlargement 
of  the  boundaries  emd  the  materials  of  the  differ- 
ent sections  of  Indian  Art,  an  inevitable  speciliza- 
tion  has  been  called  for  and  Mr.  Havell  has  evi- 
dently chosen  to  specialize  in  Indian  Architecture 
for  the  study  of  which  he  has  so  eminently  quali- 
fied himself.  Although  Mr.  Havell's  thesis  as  to 
the  autochthonous  nature  of  Indian  Archi- 
tecture is  all  but  proved  in  its  general  outlire, 
it  still  awaits  confirmation  in  many  details.  For 
instance,  his  derivation  of  the  '  dome '  in  Moghul 
monuments  from  BuddSiist  ancestors  at  Ajanta 
is  a  very  plausible  contention  lacking  the  finish  of 
conclusive  proof,  which  can  only  be  furnished  from 
the  materials  of  the  Silpasastras.  Mr.  Havell's 
only  source  for  the  proper  materials  has  been  Ram 
Raj's  unsatisfactory  summary  of  a  fractional  part 
of  this  immense  body  of  literatur/;.  Manv  of  Mr. 
Havell's  brilliant  guesses  have  received  remark»K'>le 
confirmation  from  the  data  furnished  by  the  Silpa- 
sastras. But  we  think  that  Mr.  Havell's  emin- 
ently fruitful  studies,  begun  on  intuitive  methods, 
have  now  reached  a  stage  beyond  which  it  is  im- 
possible to  travel  without  detailed  g^uides  from  the 
Sanskrit  texts  on  architecture.  And  there  is  every 
risk  of  a  further  advance  in  these  studies  being 
enticed  into  dangerous  waters — if  they  are  further 
allowed  to  wander  from  their  moorings  without 
the  accurate  pilotage  of  the  Silpasastras.  Some  at 
least  of  Mr.  Havell's  conclusions  very  dogmatically 
put  forward  seem  to  smack  of  attempts  to  tear 
away  from  the  sjrfe  moorings  which  the  texts  of 
the  Silpasastras  should  undoubtedly  provide. 
That  the  peculiar  form  of  the  Northern  Sikhara 
temples  is  derived  from  Vaishnava  symbols  and 
that  of  the  Southern  type  from  Saivaite  smybols 
is  at  best  a  brilliant  conjecture  yet  to  receive  the 
imprimatur  of  architectural  texts.  Archaeologists 
prone  to  be  impervious  to  aesthetic  facts  and  argu- 
ments are  still  inclined  to  characterise  most  of  his 
conclusions  as  castles  in  the  air  lacking  the  surer 
foundation  of  textual  authority.  Thus  his  deriva- 
tion of  the  ancestory  of  the  curvilinear  foma  of 
Northern  sikhara  temples  from  the  tall  cone  of 
Naram  Sin's  stele  from  Mesopotamia,  the  so-called 
prototype  of  the  mystic  mount  Meru,  can  only  be 
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justified  by  more  tangible  aesthetic,  archaeological 
and  textual  facts  than  Mr.  Havell  has  hitherto 
been  able  to  put  forward.  As  a  working  theory  it 
may  be  an  excellent  one,  but  is  yet  awaiting  to  be 
established  on  better  foundation.  There  are  very 
serious  gaps  and  ellipses  in  his  arguments  which 
have  yet  to  be  filled.  Mr.  Havell  appears  to  ignore 
the  fact  that  the  curvilinear  Sikhara  temple  does 
not  make  its  appearance  in  Indian  arcliitectural 
history  before  the  fifth  or  the  sixth  century,  and 
urdess  its  primitive  forms  and  earlier  prototypes 
can  be  found  on  the  Indian  soil,  the  survival  and 
continuity  or  the  migration  and  the  development 
of  the  so-called  Mesopotamian  ancestors  of  the 
form  in  India  would  rest  on  very  Himsy  materials. 
An  accurate  chronological  stratification  of  all  the 
surviving  Sikhara  temples  has  not  yet  been  attempt- 
ed;— such  an  eu'rangen>ent  based  on  chronological 
sequence  may  help  to  push  the  history  of  the  form 
to  its  primitive  beginnings.  Then  again  in  the  18th 
chapter  of  the  Mayamata  eight  types  of  Sikhara 
temples  are  enunciated  based  on  the  difference  in 
the  heights  of  the  pinnacle  and  on  their  geogra- 
phical distribution.  One  of  these  types  is  actually 
ascribed  as  belonging  to  Gandhara.  These  data 
demand  close  examination  and  a  collation  and  co- 
ordination w^ith  existing  monuments.  By  means 
of  such  accurate  datai  many  of  Mr.  Havell's  con- 
tentions have  yet  to  be  tested  and  exaunined.  And 
we  do  not  think  that  most  of  his  conclusions  have 
anything  to  fear  from  the  acid  tests  of  textual 
examination.  Indeed,  many  of  his  views  are  likely 
to  receive  authoritative  confirmation  from  the 
written  canons  of  Indian  architecture.  For  in- 
stance, Mr.  Havell  derives  the  pinnacle  of  Southern 
Sikhara  temples  from  a  Stupa.  The  texts  actual- 
ly sjire'^co'  this  part  of  the  temple  the  technical 
name  of  Stupika.  The  technical  handbooks  of 
Indian  architecture  are  yet  awaiting  an  accurate  - 
survey.  Mr.  P.  K.  Acharya  has  been  at  work  with 
Afanasara  and  has  published  a  preliminary  pam- 
phlet, and  it  is  desirable  that  the  Calcutta  University 
should  prescribe  these  studies  as  a  syllabus  of  its 
Post-graduate  studies. 

The  second  section  of  the  book,  devoted  to 
sculpture,  unfortunately,  does  not  give  sufficient 
space  to  do  proper  justice  to  the  problems  of  the 
origin  and  development  of  Indian  sculpture.  This 
is  indeed  a  matter  of  regret  as  Monsieur  Toucher's 
well-known  theory  of  the  Greek  origin  of  the  Bud- 
dha image  has  received  a  new  lease  of  life  by  the 
publication  of  his  '  Beginnings  of  Buddhist  Art ' 
and  his  recent  lectures  at  the  Calcutta  University. 
And  one  should  have  liked  Mr.  .Havell  to  examine 
Prof.  Toucher's  theory  v^rith  more  particularity. 
Mr.  Havell  ascribes  the  famous  Anuradhapura 
Buddha  to  the  reign  of  Meghavama,  of  the  first 
half  of  the  fourth  century  and  suggests  it  to  be  an 
original  conception  in  its  freedom  of  conception 
and  treatment  as  distinguished  from  the  academic 
character  of  the  Samath  image  which  evidently 
reveals  the  hand  of  a  copyist.  Based  on  this  dis- 
crepancy of  style  the  Anuradhapura  image  de- 
serves an  earlier  date  as  suggested  by  Dr.  Cooma- 


raswamy.  Some  of  the  later  derivatives  of  the 
Anuradhapura  image  have  been  traced  by  the  late 
Mr.  Gopinath  Rao  in  Conjeeveram  and  Travancore. 
The  last  section  of  the  Handbook  devoted  to 
painting  is  the  least  satisfactory  part  of  the  book 
and  will  hardly  satisfy  the  curiosity  of  readers  aJ- 
ready  raised  to  high  pitch  by  recent  researches. 
Mr.  Havell  begins  this  section  with  a  chronological 
error  by  ascribing  the  Indian  ceuion  of  the  '  six 
limbs  of  Painting  to  Vatxayana,  ignoring  the  fact 
that  it  is  quoted  not  by  V  atsayanabut  by  his 
twelfth  century  commentator,  Yosodhar2u  For 
this  error  Mr.  A.  N.  Tagore  was  originally  res- 
ponsible, to  whom,  by  the  way,  Mr.  Havell  omits 
to  ascribe  the  credit  of  the  discovery  of  the  text. 
Many  students  will  refuse  to  identify,  with  Mr. 
Havell,  the  couple  depicted  at  the  corner  of  a  ceil- 
ing at  Ajanta  reproduced  in  PI.  LXXI  as  '  Siva 
and  Parvati.'  The  subjects  of  the  frescoes  follow 
so  slavishly  the  texts  of  Buddhist  scriptures — that 
it  is  impossible  to  believe  that  the  artists  had  amy 
latitude  or  opportunity  to  make  excursions  into 
non-Buddhistic  themes.  This  representation  is 
undoubtedly  one  of  the  mystic  mithunas  (couples) 
translated  into  pictorial  medium  from  the  masonic 
practices  of  architects  the  most  striking  examples 
of  which  survive  in  somewhat  similar  places 
in  the  ceilings  of  Mount  Abu.  \n  this  section  the 
illustrations  of  the  treatment  of  the  Rajput  school 
are  altogether  inadequate  and  contrast  \vith  the 
unusually  large  quantity  of  illustrations  and  space 
given  to  architecture.  This,  in  our  opinion,  consti- 
tutes a  distinct  imperfection  of  this  '  Handbook ' 
as  it  can  convey  no  accurate  idea  to  the  general 
reader  of  the  wealth  of  pictorial  achievement  of 
India.  We  have  no  doubt,  however,  that  the  publi- 
cation will  receive  ■welcome  as  a  handy  aaid  popular 
guide  to  a  subject  which  has  now  attracted  wide 
and  sympathetic  interest.  The  illustrations,  though 
on  a  smaJl  scale,  are  very  carefully  executed  and 
greatly  enhance  the  interest  and  usefulness  of  the 
publication. 

THE  COURT  PAINTERS  OF  THE  GRAND 

MOGHULS,  BY  LAWRENCE  BINYON  AND 

T.  W.  ARNOLD,  PP.  86,  40  PLATES,  1921. 

OXFORD  UNIVERSITY  PRESS,  63  S. 

WE  confess  we  greet  the  arrival  of  a  treatise 
on  Indian  Art  by  a  Europeam  author  with 
a  certain  amount  of  dread — we  expect  to 
find  in  it  a  complete  disregard  of  Oriental 
ideals,  a  total  ignorance  of  Oriental  technique,  and 
some  vague  reminiscences  of  the  text-books  of  40 
years  ago,  and  lastly,  am  unshakable  faith  in  the 
glories  of  Periclean  Art.  Mr.  Binyon's  name,  how- 
ever, was  a  sure  guarantee  from  these  universal 
failings,  and  we  can  only  record  a  feeling  of  undi- 
luted delight  as  we  read  through  the  pages^  of  this 
brilliant  little  book.  With  the  unerring  vision  of 
a  true  aesthete,  he  has  never  failed  to  detect  both 
the  strength  and  the  weakness  of  Moghul  paint- 
ing; beauties  and  errors  of  composition  have  never 
failed  to  elude  his  vigilamt  eye  and  his  aesthetic 
valuations  hit  the  mark  in  each  detaiL     K  waw  not 
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without  some  tremors  that  we  received  these  ap- 
praisements from  Mr.  Rinyon,  who  approaches  this 
subject  fresh  from  continued  immersion  in  the 
limpid  streams  of  Chinese  Art.  Our  hearts  sank 
when  we  prognosticated  inevitable  comparisons 
between  Sung  and  Moghul  Art,  but  with  a  true 
instinct  he  refrained  from  them,  except  when  con- 
strained by  an  absolute  necessity.  In  the  vexed 
question  of  origins,  he  was  not  less  happy  in  his 
rendering.  Mr.  Binyon's  predecessors  in  the  field 
have,  with  an  excessive  zeal  and  a  still  more  exces- 
sive obliquity  of  vision,  demonstrated  that  Mo- 
ghul Art  was  born  in  Persia,  was  then  treuisplant- 
ed  in  India,  where  it  continued  its  healthy  develop- 
ment. The  Moghuls  instructed  the  dull  and  dead 
inhabitants  of  that  country  in  the  arts  of  war,  as 
well  as  arts  of  peace.  Under  their  auspices  there- 
fore a  new  art  arose  in  India.  Mr.  Binyon  has 
risen  far  above  these  commonplace  blunders.  The 
author  unravels  the  mystery.  There  were  two 
schools  in  Persia — the  Western  and  the  Eastern. 
The  Eastern  is  definitely  Chinese,  the  colours  are 
sober,  the  brushwork  sweeping  and  line  vigorous. 
The  other  makes  its  chief  appeal  through  gorgeous 
colours,  and  crowds,  objects  and  persons  shrinking 
and  attitudinising.  With  the  advent  of  the 
Moghul  both  styles  penetrate  into  India  and 
examples  are  seen,  where  either  school  manifests 
its  peculiarities  iit  all  their  purity.  PI.  Ill,  a  re- 
presentation of  Umar  Sheikh,  the  father  of  Baber, 
represents  the  Western  tradition.  The  landscape 
is  typically  of  Persian  convention,  the  gestures 
theatrical  to  those  we  remain  cold  and  passion- 
less, but  the  superb  composition  brings  an  outburst 
of  applause  from  us.  PL  VII,  which  shows  us 
Princess  Hum  playing  polo,  is  bom  of  the  East- 
em  style,  drawn  with  an  uncompromising  brush, 
vivid  outlines  and  rapid  gesture.  It  exhibits  im- 
mense superiority  over  the  last  one. 

Persian  art,  however,  falls  victim  to  the  charm 
and  the  magic  of  Indian  tradition.  We  notice  with 
bated  breath  how  swiftly  and  reservedly  the 
Persian  elements  begin  to  disappear  under 
Akbar.  Under  Jehangir  it  hsis  become  faint,  and 
vanishes  at  last  under  Shah  Jehan.  It  has  become  a 
commonplace  in  art  criticism  to  demonstrate  the 
influence  of  the  Moghul  Court.  Akbar  is  reckon- 
ed amongst  the  great  patrons  of  the  world. 
Under  the  sway  of  the  great  monarch  and  that  of 
his  successors,  art,  it  is  said,  transforms  itself 
from  one  of  illustration  to  one  of  portraiture- 
That  incidentally  dealt  the  deathblow  to  Moghul 
Art.  We  have  no  naive  faith  in  patrons,  and  as 
'we  are  still  suffering  from  an  unfortunate  experi- 
ence of  them,  w^e  claim  to  speak  -with  a  greater 
thunder  in  our  voice.  No  art  could  have  been 
fostered  by  a  cosmopolitan  l>ke  Akbar,  or  a  collector 
like  Jehangir,  or  a  rake  Hke  Shah  Jehan.  The 
movement  in  fact  was  greater  than  the  monarch, 
and  it  lived  in  spite  of  theni.  It  s  true,  however, 
that  their  influence  inspired  the  exaggerated  im- 
portance attained  by  portraiture.  Portraiture  in  the 
days  of  the  Moghuls  follows  the  via  media.  It 
usoally  betrays  a  lack  of  those  suppressions  and 


evasions  with  which  a  true  pictorial  genius  would 
invest  his  work.  On  the  other  hand,  we  seldom 
see  those  intimate  gestures  or  characteristic  poses 
with  which  a  great  genius  would  illustrate  the  in- 
ner soul  of  a  person.  Again,  in  the  Court  scenes, 
the  brilliant  composition  is  attributed  as  much  to 
the  Durbar,  where  the  crowds  naturally  grouped 
themselves  as  in  a  painting,  as  to  the  genius  of  the 
painter.  One  has  no  idea,  however,  that  stiff  formal- 
ism can  delight  as  these  scenes  have  a  way  of 
doing.  At  this  stage,  we  should  tike  to  express 
our  stinted  praise  of  the  Dance  of  Dervishes  (PI. 
XVIII).  Mr.  Binyon  points  out  that  though  the 
composition  of  the  upper  group  leaves  much  to  be 
desired,  the  painter  has  attained  the  supremest 
heights  in  delineating  the  sadhus  at  the  other  end. 
It  certainly  is  one  of  the  great  masterpieces  of 
Art.  So  glorious  is  the  painting,  that  it  paralyses 
our  powers  of  criticism  and  we  stand  hushed  in 
admiration.  In  the  days  of  Shah  Jehan,  the  art 
becomes  more  sentimental,  the  colours  fade  and 
take  more  washy  tints,  the  drawings  become  more 
accomplished.  We  can  well  understand  that  we 
are  on  the  brink  of  dissolution.  Moghul  portraits 
of  women  attract  only  when  they  become  Rajput 
in  spirit,  in  sentiment,  in  technique — we  linger 
long  over  PI.  XXXI  in  spite  of  its  obvious  senti- 
mentalism.  The  strictness  of  the  Zenana  rede^hi- 
ed  these  artists — they  had  perforce  to  call  forth 
their  powers  of  imagination  and  thus  art  burst  the 
shackles  which  tied  them  to  the  Court,  to  the  city 
to  the  world.  Closely  allied  to  this  is  the  almost 
Rajput  Ragini,  given  on  PI.  XL.  We  feel  our- 
selves being  translated  to  another  and  more  glori- 
ous sphere,  where  "we  shall  not  pursue  the  subject. 
Moghul  landscape  would  hardly  thrill  one,  familiar 
^th  the  Chinese  masters,  not  eve.i  w^he'iV  ■''hey  are 
bathed  in  silver  moonlight.  PL  XXXIV  '  is, 
however,  an  unfortunate  specimen,  and  we  really 
deserved  a  better  example  from  our  author.  The 
mystery  of  the  Indian  moonlit  night  vanishes  from 
this  grotesque  exaggeration.  In  the  paintings  of 
animals,  the  Moghuls  easily  caught  the  graces  of 
the  elephsmt  perhaps  even  of  horse  (on  occasions). 
But  for  eagles,  quails  and  other  birds,  recollections 
of  China  again  silence  our  tongues.  We  must,  how- 
ever, declare  that  the  examples  given  in  Vincent 
Smith's  and  referred  to  by  our  author  are  not  happy. 
In  conclusion  we  should  like  to  point  out  that 
this  art  was  inspired,  not  by  gorgeous  patrons,  but 
"  in  the  surpassing  conceptions  of  things "  which 
Abul  Fazl  so  quickly  discerned.  It  was  this  that 
brought  wonder  and  mystery  to  the  imagination  of 
the  artist  in  the  Moghul  Court,  and  thus  helped  him 
to  cite  above  the  puerile  demands  of  monarchs  and 
of  Persian  degeneration.  The  Hindu  artists  who 
served  the  Moghul,  played  a  rich  part  in  this  drama. 
Mr.  Binyon  has  given  us  an  admirable  book  and  we 
thank  him  in  unnoeasured  terms  for  the  thrill  of  de- 
light with  which  we  perused  the  book  from  begin- 
ning to  end.  And  personally  it  gives  the  reviewer 
great  pleasure  to  recall  every  statement  made  to 
him  in  the  course  of  several  fiery  conversations  he 
had  with  the  author  in  the  British  Museum.    A.  S. 
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SCULPTURES  CIVAITES  PAR  AUGUSTE  RO - 
DIN,  ANANDA  COOMAKASWAMY,  E  B. 
HAVELL  ET  VICTOR  GOLOUBEW.  ARS 
ASIATICA  ill  ETUDES  ET  DOCUMENTS 
PUBLIES  SOUS  LA  DIRECTION  DE  VICTOR 
GOLOUBEW  G.  VAN  CEST  ET  CIE,  EDI- 
TEURS,  PARIS  ET  BRUXELLES  1921,  PRIX 
125  FRANCS. 

THIS  admirable  series  begun  before  the  war, 
as  records  of  French  appreciation  of  Asiatic 
Art,  has  now  been  able  to  resume  its  publi- 
cation after  the  lapse  of  six  years  since  its 
last  volume  on  "  Six  Chinese  Sculptures,"  by  the  late 
Edward  Chavannes  whose  death  has  deprived  the 
enterprise  of  valuable  collaboration.  The  present 
work  is  devoted  to  Saivaite  Sculpture  and  is  beauti- 
fully printed  with  an  accompaniment  of  a  series  of 
47  admirably  reproduced  plates  in  heliotype  which 
furnish  the  necessary  documents  for  the  study  which 
is  distributed  between  three  well-known  authori- 
ties on  Indian  Art,  Dr.  Goloubew,  Mr.  Havell  and 
Dr.  Coomaraswamy,  each  of  whom  contributes  an 
essay.  But  the  most  interesting  feature  of  the 
letterpress  is  the  posthuntous  contribution  from  the 
distinguished  French  Sculpture,  the  late  Auguste 
Rodin,  it  is  translated  for  the  benefit  of  our  readers 
in  another  place.  After  the  many  faint  praises  or 
denunciations  on  the  one  hand,  and  the  special 
pleadings  or  the  too  laudatory  praises  on  the  other, 
Indiem  Sculpture  has  at  last  been  able  to  secure 
the  appraisement  and  the  appreciation  of  its  inher- 
ent qualities  from  an  independant,  and,  in  fact,  the 
only  final  authority.  There  is  a  Samskrit  adage, 
"  that  the  emotions  of  the  consort  of  the  great  god 
Shiv^.-eni  niid  a  right  echo  in  no  other  bosom  than 
^haf  of  Shiva  himself  "  (Bhavaner  bhrukuti-bhanga 
Bhavo  vetti  na  Bhudharah).  A  sculpture  can  only 
be  rightly  judged  by  a  sculptor.  And  in  the  great 
modern  sculptor's  valuation  of  the  plastic  qualities 
of  one  of  the  masterpieces  of  old  Indian  Art, 
which  English  archaeologists  a  decade  ago  denounc- 
ed as  barbarous,  places  on  the  fruits  of  Indian  cul- 
ture the  crown  of  intemationality.  It  is  a  peculiar 
feature  of  Indian  Art,  that,  in  spite  of  the  mamy 
sectarian  influences  and  the  locad  inspiration 
through  which  it  has  sought  its  utterances,  it  com- 
prehends qualities  which  far  outgrow  its  limita- 
tions and  help  to  characterise  its  expressions  as  an 
art,  not  belonging  to  India  alone,  but  to  the  whole 
humanity.  The  Buddhas,  the  Natarajas,  the  Vish- 
nus  are  not  mere  local  gods  or  racial  concepts 
but  embody  ideals  worthy  of  the  whole  human 
race.  M.  Rodin's  tribute  is  likely  to  inspire  more 
courage  in  Indian  students  towards  an  appreciation 
of  the  products  of  their  own  civilization;  for  they 
are  still  in  the  habit  of  appraising  Indian  Art  at  a 
discount  value  set  by  English  antiquarians.  Un- 
fortunately M.  Rodin  has  not  been  able  to  finish 
his  study  and  has  recorded  his  impressions  in  a 
series  of  disjointed  notes  which  he  undoubtedly 
intended  to  elaborate.  They  have,  however,  the 
quality  of  a  first  Impression  and  the  brilliance  and 
intimacy  of  his  insight  which  enhance  the  charm 


and  the  grace  of  his  French  prose.     Dr.  Goloubew's 
little  essay  is  the  only  original  contribution  to  the 
iconography  of  the  subject.     It  is  not  so  well  known 
that   this   distinguished   scholar   has   been   able   to 
offer  a  new  identification  to  the  famous  rock  sculp- 
ture of    the    Seven    Pagodas    hitherto    known    as 
"  Arjuna's  Penance."     He    has    argued    with    very 
cogent  reasons  that  the  panel  represents  not  Ar- 
juna     but     "  the    penance  of  Bhagiratha     and    the 
descent  of  the  River  Ganges  " — a  legend  given  in 
the  38-44  chapters  of  the  Adikanda  of  the  Rama- 
yana.     The  fissure  in  the  rock  which  divides   the 
two  parts  of  the  picture  undoubtedly  furnishes  the 
outlet  for  a  natural  cascade,  and  offered  a  realis- 
tic presentation   of  the  descen*:  of  Ganga.     There 
are,  however,  many  details  in  the  animated  group 
which  cannot  be  co-ordinated  to  the  literary  descrip- 
tion given    in    the    Sanskrit    texts    of    the    Ramk- 
yana.     The  king  and  the  queen  of   Naga    (Plates 
32  &  33)  cannot  be  deduced  from  the  isolated  word 
'  Uraga '  in   the  text.     The  picture  of  the   seated 
ascetic  before  a  temple  of  Shiva  (?)  demands  iden- 
tification not  assisted  by  the  current  Sanskrit  text. 
Can    he    be    the    sage    Jahnu    who    drank    off    the 
river  goddess  and  figures  in  the  legend?     Such  are 
some   of   the   details   of   the   iconplogiceJ   problem 
which  Dr.  Goloubew  does  not    enter    into.     Very 
probably  the  rock   sculpture  is  an   illustration   of 
some    Tamil     version     of    the    Ramayana — which 
should  offer  materials  to  fit  in  with  aU  the  details 
of  this  remarkable  picture  in  stone.     Mr.  Havell's 
meagre  essay,  devoted  to  the  sculptures  of  Elephan- 
ta  (admirably  represented  in  a  magnificent  series  of 
the  14  photographs  taken  by  Dr.  Goloubew  in  1913) 
does  not  offer  any  original  presentation.     The  sub- 
ject is  morie  adequately  dealt  with  in  his  former 
publications  and  particularly     in     his     '  Ideals     of 
Indian  Art.'     The  identification  of  the  three  com- 
posite heads  is  still  far  from  solution.     The  Indian 
scholars  incline  to  identify  it  as  '  Sadashiva.'      Mr. 
Hav«ll  suggests  that  the  third  head  hitherto  sup- 
posed to  be  that  of  Bramha  is  no  other  than  that 
of  Parvati — as  the  smaller  size  and  the  feminine 
features,  indeed,  appear  to  support  this  view.     If 
the  right  hand  face  is  after  all  not  Bramha,  it  is 
no  more  certain  that  the  middle  one  must  be  empha- 
tically  Vishnu.     It   can   be  taken   as   representing 
Vishnu,  if  we  confine  ourselves  to  the  evidence  of 
the  jewelled  ornament  which  may  be  the  '  kaustu- 
va,'   the   insignia   of   this   god.     But   then    we   are 
ignoring  the  face  of  '  Kirthimukha '  on  the  '  jata- 
mukuta '  which  claims  the  face  as  that  of  Shiva — 
a  claim  which  is  disputed  equally  by  the  left-hand 
face  with  its  evidence  of  the  other  attributes  of 
Shiva.     The  enig^na  has  not  yet  been  solved — but 
the  solution  does  not,  and  should  not,  hamper  its 
aesthetic       appreciation.       Dr.       Coomaras^vamy's 
contribution  is  of  a  more  general  character  and 
gives  a  short  but  illuminating  resume  of  the  philo- 
sophical concept  of  Shaivaism  and  the  place  of  the 
god   in   its    various    aspects    in     Indian    religious 
thought.     For  the  Bibliographical  note  at  the  end 
Dr.  Goloubew  is  responsible.     It  does  not  pretend 
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to  be  exhaustive,  but  should  not  have  omitted  re- 
ferences to  Prof.  Krishnaswamy  Iyengar's  article 
on  "  The  Antiquities  of  Mahavellipuram "  in  the 
'  Indian  Antiquary.'  The  publication  does  not  quite 
justify  its  title,  for  the  materials  put  together  in 
the  volume  cannot  adequately  present  the  history 
and  the  development  of  sculptures  under  the  in- 
spiration of  Shaivaism.  "  Saivaite  Sculpture "  is 
itself  a  somewhat  misleading  qualification.  The 
admirable  photographs,  which  are  the  principal  at- 
tractions of  the  volume,  offer  a  very  valuable  do- 
cumentary evidence  of  the  many  surprising  quali- 
ties of  Indian  sculpture  and  will  help  to  vnn  many 
new  admirers  in  Europe  where  connoisseurs  had 
hitherto  successfully  shut  out  the  claims  of  all 
Indian  sculptures  with  the  help  of  the  barriers 
of  the  Greek  schools.  If  we  are  to  believe  the  late 
M.  Rodin,  the  gestures  of  the  Dancing  Nataraja 
contest  the  grace  of  the  Venus  de  Medicis.  Indian 
Art  has  been  laid  under  a  new  debl  by  this  excellent 
tribute  from  France  and  in  a  form  worthy  of 
French  connoisseurship. 

AN  EASTERN  LIBRARY  BY  V.  C.  SCOTT 
O'CONNOR  WITH  TWO  CATALOGUES  OF 
ITS  PERSIAN  AND  ARABIC  MANUSCRIPTS 
BY  KHAN  SAHIB  ABDUL  MUQTADIR  AND 
ABDUL  HAMID  (GLASGOW.  PRINTED  AT 
THE  UNIVERSITY  PRESS  BY  ROBERT 
MACLEHOSE  AND  CO.  LTD.  1920),  PRICE 
10s.  6d. 

T*HIS  charming  little  book  adds  another 
feather  to  the  cap  of  the  well-known  author 
of  "  The  Silken  East "  in  his  very  interest- 
ing pastime  of  fine  book-productions  on 
Indian  themes.  As  sympathetic  interpreters  of 
the  romance,  colour  and  the  mysticism  of  the  East, 
Mr.  O'Connor's  books  enjoy  a  deserved  popularity. 
It  is  difficult  to  cite  the  names  of  many  authors  who 
can  bring  on  Indian  subjects,  like  Mr.  O'Connor,  so 
keen  an  insight  and  a  sympathy  so  singularly  devoid 
of  any  insularity  of  outlook  which  unfortunately 
mars  the  experience  of  most  Britishers  in  this 
country.     In  this  attractive  booklet,  so  beautifully 


illustrated  and  finely  printed  on  handmade  paper, 
Mr.  O'Connor  gives  evidence  of  a  new  accomplish- 
ment— that  of  a  bibliophile  of  exquisite  connois- 
seurship. We  have  spent  many  many  pleasant 
hours  in  company  of  the  rich  treasures,  the  Indian 
Bodley — better  known  as  "  The  Khuda  Baksh 
Library."  But  it  is  a  very  delicate  task  to  make  a 
selection  from  its  many  valuable  treasures.  Our 
author,  by  virtue  of  his  exquisite  taste,  was  emin- 
ently qualified  to  carry  out  this  task,  or  shall  we  say, 
this  labour  of  love.  For,  without  such  loving  inter- 
est and  care  as  the  author  has  shown,  it  would  ' 
hardly  have  been  possible  to  produce  such  an  excel- 
lent introduction  to  the  collection  of  what  are  un- 
doubtedly unique  specimens  of  Mussulman  painting 
and  calligraphy.  The  contents  of  this  interesting 
book  are  very  neatly  suggested  in  the  foreword: 
"  The  first  part  of  this  little  volume  has  no  greater 
purpose  than  to  lead  the  Enquirer  gently  by  the 
hand  into  an  enclosed  garden  of  precious  things  of 
■whose  existence  he  might  otherwise  be  unaware. 
In  the  second  part  the  scholar,  already  informed, 
will  find  awaiting  him  two  learned  guides  to  assist 
his  labour.^.  To  the  munificent  it  suggests  an  oppor- 
tunity of  augmenting  the  treasures  of  the  Library 
from  their  own  collections  or  of  assisting,  if  thoy 
will,  in  the  publication  of  some  of  its  unique  manu- 
scripts.. To  the  traveller  abroad  in  India  it  offers 
the  chance  of  adding  a  fresh  experience  to  the  many 
that  await  him  in  a  country  that  has  long  cherished 
the  custom  of  veiling  its  beauties  from  the  common 
gaze."  After  a  short  history  of  the  Library  and  its 
founder,  a  tabulated  list  of  the  princjfjsil  mauiu- 
scripts  on  different  subjects  are  given,  accompanied 
by  eight  beautiful  illustrations  bo»ti^.>c^-lrafp  t'** 
manuscripts,  three  of  which  are  in  tri-colour  blocVvi. 
after  very  accurate  copies  made  by  two  local  artists. 
The  frontispiece  is  a  fine  portrait  of  Mr.  Khuda 
Baksh  to  whom  Patna  owes  such  a  valuable  gift. 
A  word  of  praise  is  due  to  the  printers  who  have 
carried  out  the  author's  project  with  such  care  and 
sympathy.  It  is  a  pleasure  to  handle  the  little 
volume,  both  as  a  token  of  an  admirable  tribute  in 
a  beautiful  sh?pe  and  as  3  very  interesting  guide  to 
a  collection  which  deserves  to  be  better  known. 
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INDIAN  ART  AT  THE  CALCUTTA  UNI- 
VERSITY.—The  much  maligned  Univer- 
sity of  Calcutta  has  achieved  the 
somewhat  unique  distinction  of  being 
the  first  Indian  University  to  provide  for  a  place 
of  the  study  of  Indian  Art  in  its  curriculum. 
At  a  meeting  of  the  Senate  held  last  month  Mr. 
Abanindra  Nath  Tagore,  CLE.,  has  been  appointed 
Bagesw2u*i  Professor  of  Indian  Fine  Art  for  a  term 
of  five  years.  It  is  indeed  a  matter  of  congra- 
tulation    that     Indian    Art    will    nov    stand   some 


chance  of  receiving  adequate  attention  on  the  part 
of  our  university  men  who  have  hitherto  evinced 
a  cultivated  apathy  to  all  forms  of  culture.  It 
has  been  said  that  the  education  which  the 
local  university  has  been  able  to  provide  has 
neither  been  "  useful  "  nor  "  ornamental."  What 
used  to  be  called  the  "  humanities "  have  been 
severely  neglected.  It  is  hoped  that  the  teaching 
of  art  would  provide  some  substitute  for  the 
"  humane "  studies.  It  is  not,  however,  quite 
clear  in  what  way  the  newly  appointed  professor 


35 


should  begin  his  "  teaching  of  Indian  Fine  Art." 
In  India  lecturers  on  art  are  at  a  great  disadvant- 
age, inasmuch  as  the  Indian  public  and  university 
students  have  managed  to  cut  off  all  acquaintance 
with  the  fundamentals  of  art.  It  is  indeed  difficult 
to  induce  appreciation  of  "  Indian "  art  in  a 
people  who  have  become  impervious  to  the  '  mean- 
ing of  art '  itself  and  who  never  have  had  any 
opportunity  to  acquire  the  "  Language  of  form." 
The  language  of  art  can  only  be  apprehended 
"  through  the  eyes  "  and  not  "  through  the  ears  " 
and  no  amount  of  lecturing  on  the  theory  or  the 
practice  of  art,  Indian  or  otherwise,  can,  without 
the  help  of  concrete  examples,  be  of  any  use 
for  achieving  an  understanding  or  appreciation 
of  art.  It  is  like  teaching  literature  without 
placing  before  students  the  masterpieces  of 
prose  and  poetry.  In  the  European  cities  the 
incessant  holding  of  exhibitions  of  works  of  art 
a£ford,  what  may  be  called,  a  generaJ  education  in 
art,  and  the  museums  and  galleries  offer  the 
necessary  "  tools,"  "  apparatus  "  and  "  text-books." 
India  will  probably  have  to  wait  for  another 
century  before  it  can  provide  itself  with  adequate 
aids  for  art  culture.  Before  the  new  professor 
could  succeed  in  conveying  to  his  students  what 
Indian  Art  stands  for,  he  will  be  hard  put  to  it  in 
trying  to  get  some  idea  of  the  meaning  of  art  into 
the  minds  of  his  pupils.  We  have  heard  some 
criticisnn  of  the  personnel  of  the  appointment.  It 
has  been  pointed  out  that  a  successful  and  even  a 
distinguished  artist,  such  as  Mr.  Tagore,  is  the 
least  qualified  to  expound  the  principles  of  his 
craft.  It  is  true  that  "  studio  cants,"  how- 
ever intelligil^le.__amongst  artists,  are  of  very 
questionaiyie  values  to  persons  outside  the  esoteric 
'••iv.4§.  And,  as  a  rule,  artists  are  but  indifferent, 
and  almost  always,  imperfect  interpreters  of  art. 
The  "  discourse "  of  Sir  Joshua  Reynolds  or  the 
"  Ten  O'clock '  lectures  of  J.  M.  Whistler,  have 
proved  to  be  very  poor  contributions  to  aesthetics. 
No  artist  has  yet  been  able  to  evolve  an  intel- 
lierlble  aesthetic  code.  And  the  valuable  aids  to 
the  understanding  of  art  have  been  furnished  not 
by  the  artists  themselves,  but  by  critics,  connois- 
seurs and  sundry  persons  outside  the  studios.  In 
the  present  instance,  our  artist  has  some  special 
gifts  for  expounding  his  art,  and  combines  in  him 
the  making  of  a  critic  and  the  qualities  of  a 
connoisseur.  We  have  no  doubt  Mr.  Tagore  will 
justify  his  appointment,  although  it  is  doubtful  if 
he  could  accomplish  a  substantial  improvement 
in  the  art  education  of  our  university  students. 
For,  one  swallow  can  no  more  make  a  summer 
than  a  single  professor  of  art  could  create  an 
atmosphere  of  art  studies.  We  hope,  however, 
other  universities  will  follow  the  examples  set  by 
the  Calcutta  seat  of  learning  and  put  an  end  to  an 
already  long  stan<iKng  boycott  of  the  studies  of 
the  Fine  Arts. 

»  9H  ifi 

INDIAN  SUBJECrS   IN  FILMS.— Some    at- 
tempts   are    in    progress    to    represent  in  cinema 


picture  stories  from  Indian  subjects.  Indeed,  it 
is  a  matter  of  surprise  that  the  possibilities  of 
Indian  subjects  have  not  been  thought  of  before. 
Tlte  film  producers  of  America  and  Europe  have 
pretty  nearly  finished  exploiting  all  sorts  of  sub- 
jects. For  the  last  few  years  stories  have  been 
given  on  the  screen  in  which  the  scene  of  action 
is  laid  in  the  Far  East.  In  one  or  two  subjects  the 
scene  has  been  laid  in  India  also,  but  they  have 
represented  either  the  Mess  rooms  of  military 
stations  or  the  Dak  Banglow  of  the  Sjdiib.  India 
of  the  Indians  has  yet  to  figure  on  screens.  Pro- 
bably we  may  have  very  soon  on  screen  the  film 
versions  of  "  Kim,"  and  other  stories  of  Kipling  or 
possibly  "  A  Burmese  Enchantment."  We  think 
such  versions  could  only  give  India  through  the 
spectacles  of  Anglo-India  (old  style).  There  U 
no  reason  why  an  inner  view  of  Incha  and  its  mani- 
fold life  in  all  its  charm  and  beauty  as  interpreted 
by  Indians  themselves  should  not  be  given  to  the 
world  of  Cinema.  If  Marie  Correlli  and  a  host  of 
other  novelists  have  been  honoured  by  translations 
into  film  pictures,  why  such  honours  should  be 
withheld  from  Bankim  Chandra  Chatterjee  and  Dr. 
Rabindra  Nath  Tagore.  The  latter's  novels  are  too 
well  known  in  numerous  translations,  and  film  ver- 
sions are  likely  to  be  very  welcome-  Unfortunately 
the  enterprise  in  the  field  of  Indian  iilms  are  being 
wasted  in  useless  attempts  to  render  epic  and  classi- 
cal subjects  from  Indian  religious  literature.  It  has 
not  yet  been  realised  that  the  rendering  of  Indian 
Classic  "  stories  "  on  films  imposes  such  elaborate 
and  expert  archaeological  and  aesthetic  equipment 
that  they  are  almost  beyond  the  capacities  of  our 
present  producers.  Such  films  also  dememd  a  very 
large  amount  of  investment  in  proper  equipment 
and  dress  which  many  of  the  Indian  producers 
could  hardly  afford.  The  experiments  so  far  made 
with  Indian  religious  subjects  have  been  dismal 
failures.  In  a  recent  film  produced  from  Western 
India,  "  Sakuntala,"  the  immortal  drama  of  Kalidasa, 
was  caricatured  in  such  an  abominable  fashion  as 
to  prove  to  demonstration  that  such  subjects  are 
beyond  the  capacities  of  present  enterprise.  In 
Calcutta,  Indian  enterprise  has  not  been  slow  in 
trying  its  hand  at  Indian  subjects  aoid  the  legends 
of  Krishna  and  of  Shiva  have  been  laid  under 
contribution,  unfortunately,  with  equally  miser- 
able results.  Somehow  our  local  film  producers 
are  still  under  the  spell  of  the  local  Indian  theatre 
and  adi  the  worst  features  of  the  Indian  stage  in 
its  acting,  presentation  and  production  have  been 
faithfully  mirrored  in  their  film  counterpart. 
Gorgeous  dresses  without  any  respect  for  congruity 
or  aesthetic  effect  have  been  the  bane  of  Indian 
p?-oductions.  Strictly  speaking,  the  "  producer " 
has  not  yet  made  its  appearance  on  the  Indian 
stage.  And  though  recently  some  pretensions 
have  been  put  forward  for  "  correct "  costumes 
and  architectural  setting,  an  Indian-draona.  histori- 
cal or  otherwise,  has  singularly  suffered  on  the 
stage  from  a  lack  of  the  necessary  "  atmosphere." 
This  lack  of  the  sense  of  "  atmosphere  "  has  been 
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flagr^ant  in  the  film  productions  of  our  local  enter- 
prise. Even  the  most  modest  of  films  demand  the 
co-operation  of  three  essential  partners — the  Actor, 
the  expert  Photographer,  and  the  Artist  producer. 
Our  local  enterprises  are  working  complsiisantly  by 
eliminating  the  third  man  in  the  job.  In  the  pro- 
duction of  a  film  not  one  of  the  three  experts  can 
be  dispensed  with.  Our  film  producers  have  been 
working  so  far  with  this  self-imposed  handicap. 
The  handicap,  however,  is  less  injurious  in  the  case 
of  Society  dramas  and  subjects  from  modern  life. 
The  film  of  the  "  England  Returned,"  lately  pro- 
duced by  a  Calcutta  Company  in  spite  of  the  many 
shortcomings  of  a  first  attempt,  was  in  many  ways 
£stinctive  and  made  a  far  way  towards  success. 
If  our  producers  confined  themselves  to  this  class  of 
subject,  they  can  feel  their  way  along  and  later  on 
qualify  themselves  for  producing  subjects  demand- 
ing costly  equipments  and  expert  advice  at  every 
steps.  The  production  of  Indian  films  offer  a  very 
promising  field  to  our  young  men  gifted  with  taste 
and  aesthetic  talents.  It  is  a  new  artistic  industry 
with  a  great  future  and  ought  to  attract  our  Indian 
artists  with  the  requisite  ideas  and  enterprise. 

W  S  X 

PORTRAIT  OF  SHAH  'ABBAS.— The  illustra- 
ticns  that  we  published  of  the  pictures  of  the  meet- 
ing of  Shah  'Abbas  I  and  the  ambassador  Jahangir 
In  our  fourth  number  (October  1920,  p.  9)  may 
have  helped  to  arouse  some  interest  in  that  patron 
of  art  in  Persia  in  the  sixteenth  century.  At  a 
sale  of  Persian  minatures  from  the  collection  of 
Mr.  Leonce  Rosenberg,  held  at  Sotheby's  on  the 
8th  February  last,  a  very  interesting  portrait  of 
Shah  'Abbas  changed  hands.  It  does  not  appesur 
to  have  been  published  before.  We  are  enabled  to 
reproduce  it  here  by  the  courtesy  of  Messrs.  Sothe- 
by.  It  represents  the  prince  standing,  holding  a 
bow  and  arrow, — against  the  meandering  branches 
of  a  tree,  very  decoratively  treated  and  touched 
with  splashes  of  gold  here  and  there.  It  is  signed 
by  Riza  'Abbasi,  the  court  calligrapher,  and  is  dated 
1022  A.  H.=1613  A.  D.  The  border  seems  to  have 
been  added  later.  The  face  is  drawn  with  some 
delicacy  which  still  carries  the  refinement  of  the 
earlier  Persian  Portraits.  The  treatment  of  the 
dress  is,  however,  coarse  and  lacking  in  distinction. 
The  School  of  Shah  'Abbas,  in  spite  of  its  much 
vaunted  claims  for  superiority,  represents  the  de- 
cadence of  Persian  painting.  Dr.  Martin,  in  his 
"  Miniature  Painting  snd  Painters  of  Persia,"  very 
appropriately  summarises  the  character  of  the 
school  in  the  following  words:  "The  reign  of  Shah 
'Abbas  is  praised  as  the  most  glorious  period  in 
Persian  History  and  it  is  believed  that  all  the  best 
and  most  glorious  of  Persian  creative  genius  is 
embodied  in  Shah  'Abbas  and  his  capital  Ispahan" 
Shah  'Abbas  had  huge  buildings  erected  in  his 
capital  on  a  larger  and  coarser  scale  than  their  an- 
cient prototypes,  and  he  endeavoured  to  show 
Europe  how  great  and  wealthy  Iran  was,  and  to 
what  a  degree  of  culture  he  ha^  himself  attained. 
He  received  ambassadors  and  in  his  turn  despatched 


embassies  with  rich  presents  to  almost  all  the  courts 
of  Europe.  He  was  very  keen  on  making  the  pro- 
ducts of  Iran  known  throughout  the  world.  He 
took  good  care  that  nobody  should  see  that  almost 
ever3rthing  was  but  an  imitation  of  what  previous 
generations  had  already  created  on  a  far  smaller 
scale  but  in  far  nobler  forms.  His  entire  propen- 
sity appears  to  be  that  of  a  parvenue  trying  to  parade 
his  newly  acquired  riches."  Shah  'Abbas  had  an 
Academy  for  painting  at  his  court,  since  such  existed 
in  Europe,  and  therefore  a  troup  of  mediocre  artists 
was  summoned  to  the  court  in  Ispahan,  and  since 
they  M^ere,  at  any  rate,  most  of  them  had  not  the 
S^enius  to  create  new  ideas,  they  began  to  imitate 
and  copy  what  their  predecessors  had  produced 
The  most  well-known  artist  of  his  court  was  Rizv 
'Abbasi,  who  was  a  calligraphist  rather  them  a  paun- 
ter.  His  nickname  or  surname  Shahu  Na^raz,  the 
"flatterer  of  the  Shah,"  shows  that  he  was  a  courtier. 
The  chief  condition  for  any  favour  being  shown  to 
the  iirtist  was  that  the  royal  wUl  should  be  submis- 
sively followed  and  be  the  sole  standeu-d  observed  by 
the  artist. 

S  }ii  }R 

Mr.  SOLOMON  ON  MODERN  INDIAN  ART.-- 
The  Bombay  School  of  Art  is  always  fortunate  in 
possessing  at  its  head  a  Principal  who  can  deliver 
interesting  addresses  on  Indian  Art.  We  all 
remember  the  lecture  which  Mr.  Cecil  Bums,  the 
former  Principal,  delivered  on  the  State  of  Indian 
Art  at  the  Society  of  Arts  on  27th  May  1909.  It 
created  a  little  stir  at  the  time  and  evoked  a 
lot  of  comments  and  some  controversy  .  Mr.  Burns' 
successor  in  office,  Mr.  W.  E  G.  Solomon,  A.  R.  C.  A., 
recently  delivered  to  the  Zoroastrian  Brotherhood 
of  Bombay  an  address  on  "  Some  Aspects  of  i.^-'ian 
Art."  We  are  unable  to  agree  -with  all  the  'as- 
pects' of  his  lecture,  particularly  his  remarks  on 
the  so-called  '  Bombay  Creed '  of  Indian  Art  and 
his  presentation  of  the  Calcutta  Creed,  but  we 
reserve  to  ourselves  our  criticism  of  the  contro- 
versial aspects  of  his  lectures  for  a  future  occasion. 
In  the  meantime  it  gives  us  great  pleasure  to  ac- 
cord to  Mr.  Solomon  our  whole-hearted  support 
to  his  very  able  and  powerful  plea  for  patronage  of 
modem  Indian  Art  for  which  he  deserves  the  best 
thanks  of  all  artists  from  all  parts  of  India:  /'  I 
do  not  believe,"  he  said,  discussing  the  position 
of  art  in  Bombay,  "  that  there  is  really  a  dearth  of 
talent  in  Bombay,  but  chiefly  a  dearth  of  opportuni- 
ty. I  do  not  believe  that  the  stagnation  in  India's 
painting  is  so  much  due  to  any  lack  of  ability  as  it 
is  to  want  of  ways  and  means.  There  are  some 
who  consider  that  patronage  is  not  only  unneces- 
sary for  the  artist,  but  is  even  a  hindrance,  because 
he  paints  to  please  his  patrons  rather  than  himself 
and  may  become  too  much  the  courtier  in  his  art. 
This  fear  I  am  sure  is  groundless.  The  fullest 
Court  patronage  had  no  injurious  effect  in  the  case 
of  Titian,  a  Raphael,  a  Reubens  a  Velasquez  and  a 
Vandyck.  These  men  all  had  the  good  fortune  to 
bask  in  the  sunlight  of  the  smiles  of  the  great.'' 
While  not  forgetting  the  character  and  quality  of 
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a  commissioned  art  as  distinguished  from  those  of 
a  non-commissioned  Art,  and  generally  the  low 
standard  that  a  purely  '  Patronage  Art '  can  achieve 
the  fundamental  consideration  of  the  question  lies 
in  the  fact  that  no  art  can  live  or  flourish  without 
an  intelligent  appreciation  and  support  from  a 
sympathetic  public.  Art  is  not  an  unilateral  acti- 
vity and  must  have  an  environment  and  an  atmos- 
phere congenial  to  its  growth.  It  can  exist  only 
in  relation  to  a  public  inclined  to  co-operate  with  it 
and  able  to  understand  it  and  to  extend  to  it  a 
discriminating  patronage.  Generally  speaking, 
Mr.  Solomon  is  absolutely  right  when  he  points 
out  "  Patronage  has  never  killed,  with  surfeit,  a 
genuine  artist  but  the  want  of  it  has  starved  many." 
A  patronage  which  interferes  with  the  freedom 
of  an  artist  does  sometimes  operate  as  a  hindrance 
to  the  growth  of  art — such  as  the  patronage  ac- 
corded by  Shah  'Abbas  to  the  art  of  the  "  SheJi-u- 
nawaz  "  of  his  Court.  But  we  have  no  immediate 
prospect  of  Indian  Art  being  flooded  or  ruined 
with  too  much  patronage  or  too  much  interference. 
And  if  the  millionaires  of  Bombay  would  listen  to 
Mr.  Solomon's  eminently  piractical  advice,  they 
may  help  to  improve  the  position  and  status  of 
modem  Indian  artists  and  incidentally  help  Indian 
Art  to  regain  its  former  glory.  After  all  it  is  the 
achievements  of  the  artists  which  constitute  the 
best  assets  of  a  nation  and  the  only  indication  of 
the  standard  of  its  civilization  and  its  spiritual 
greatness.  A  too  much  worship  of  the  master- 
pieces of  artists  dead  and  gone  to  the  neglect  of 
their  living  successors  amongst  us  is  to  deny  the 
very  conditions  tinder  which  new  and  modern 
masterpieces  may  come  into  being.  Our  tribute 
to  the  4eaid  should  not  interfere  with  our  duty  to 
t>»-  living.  We  au"e  in  general  agreement  with 
Mr.  Solomon's  very  able  and  cogent  remarks  on 
this  point.  As  he  rightly  points  out :  "  Art  is  not 
of  the  dead  but  of  the  living."  He  proceeds  to 
aver  "  Your  old  masters  are  well  remembered.  (?) 
Their  memories  are  kept  green  by  the  numerous 
collectors  who  fill  their  mansions  with  Moghul  and 
Rajput  paintings."  We  do  not  think  that  the  wor- 
ship of  old  masters  have  been  much  in  vogue  in 
India.'  The  collectors  of  old  Indian  masterpieces 
are  but  very  few.  And  an  appreciation  of  the  quali- 
ties of  the  masterpieces  of  old  Indian  Painting  and 


Sculpture  is  not  a  part  of  modem  culture  and  edu- 
cation. We  have  not  yet  had  an  opportunity  of 
assimilating  our  greav  au-tistic  heritage  and  the 
very  knowledge  of  it  ii.  still  denied  to  our  young 
men.  '  The  old  masters  '.re  not  well  remembered 
as  Ml'.  Solomon  believes;  but  that  is  another  mat- 
ter. We  are  pledged  on  this  occasion  to  shelve  our 
differences  and  give  our  humble  support  to  his 
plea  for  patronage  which  be  has  so  ably  put  for- 
ward. "  It  is  for  the  living  artists  I  want  to  ask 
your  support  to-day.  What  I  earnestly  desire  is  that 
you  as  an  influentizJ  section  of  this  population 
will  bring  all  your  influence  to  bear,  so  that  at  any 
rate  a  streamdet  shall  be  directed  from  the  broad 
river  of  wealth  that  has  its  source  in  this  city  to 
irrigate  the  field  of  indigenous  art  which  is  begin- 
ning to  put  forth  its  greenness.  I  want  you  all  to 
force  upon  the  notice  of  the  public,  press  upon  your 
architects,  your  engineers,  your  commercial  men, 
your  municipal  Councillors,  the  fact  that  you  must 
and  will  have  the  dlaim  of  beauty  for  its  own  sake 
brought  prominently  forward  in  any  scheme  for 
the  improvement  and  amplification  of  Bombay.  I 
want  you  to  say  to  them  that  you  are  weary  of  the 
staring  white  walls  which  advertise  us  everlasting- 
ly of  the  misfortune  that  the  architect  has  left 
his  walls  unclothed;  that  you  want  to  cover  the 
nakedness  once  again  with  that  fine  garment  of 
art  which  the  Greeks,  the  Italians  and  the  Indians 
regarded  aforetime  as  more  necessary  to  a  build- 
ing than  the  stone  or  marble  that  composed  it.  I 
long  to  see  formed  in  this  city  a  powerful  society 
that  should  have  for  its  sole  object  the  promotion 
and  advancement  of  modem  art  in  India,  parti- 
cularly in  Bombay.  And  that  society  should  watch 
every  movement  likely  to  add  to  the  opportunities 
of  Indian  artists  and  should  jealously  see  to  it 
that  opportunities  came  this  way."  Mr.  Solomon 
is  undoubtedly  on  secure  grounds  when  be  appeals 
for  a  place  of  the  modem  artists  in  the  socieJ  auid 
communistic  functions.  A  communal  or  munici- 
pal employment  of  art  is  the  least  injurious  to  the 
freedom  and  the  individual  development  of  the 
artist.  When  an  artist  is  employed  to  carry  out  a 
public  monument  subject  to  a  few  conditions,  he 
is  almost  free  to  indulge  in  his  own  artistic  expres- 
sion— a  freedom  almost  impossible  in  case  of 
pictures  made  to  order  for  a  rich  patron. 


